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ABSTRACT
Seibel, Lauren N., A Slice of the Big Apple: An Exploration of the Impact of Travel on
High School Students’ Choreographic Process. Unpublished Master of Arts
thesis, University of Northern Colorado, 2019.
The purpose of this study was to create, implement, and assess the results of a
dance curriculum based on a long-distance travel experience as inspiration for
choreography. The research spanned one semester. Participants included twenty high
school dance students and nine audience members. In the study, the researcher attempted
to answer the following essential questions:
Q1

How can a high school dance course enhance the overall experience and
understanding of traveling?

Q2

In what ways can travel impact a student’s choreographic process?

Q3

What aspects of traveling are most helpful for high school students when
exploring their ability to choreograph?

Q4

What impact does travel as inspiration for choreography have on the
audience members at a dance performance?

This study was designed to identify any immediate academic benefits of traveling
for high school dance students. Areas of student growth that were measured included
proficiency in sketching, reflective writing, photography and videography as ways to
document life’s experiences. The researcher worked with twenty high school dance
students to discover whether a deeper understanding of the choreographic process can be
achieved through participation in a long-distance travel experience. The researcher was
also interested in the impact the choreography would have on nine audience members
that attended the final performance.
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This study is not irrefutable, and there are still questions related to the topics that
could to be explored. Because the researcher was also the participants’ dance teacher,
there existed a potential bias when reviewing and analyzing the data. Further research
should be completed by a researcher who is not the dance teacher leading the class and
working directly with the students. Additionally, a larger sample of students with a wider
range of ages and skills, and a balance between the genders would be necessary to find
whether a similar outcome would be achieved. More audience members could be
included as well, to better validate the responses described by those involved in the
current study.
The researcher found that travel can indeed be an enriching and educational
experience. Benefits to dance students included increased desire to experience the world
through travel by observing, documenting, and analyzing their travel experience. They
were able to transpose their travel experience into the art of dance by learning about the
choreographic process.
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CHAPTER I
INTRODUCTION
Goal of Thesis
Travel can be an enriching and educational experience. It is through exposure to
disparate environments and cultures that individuals are able to learn about themselves.
Travel also has the power to expand a person’s understanding of the surrounding world.
“Travel is the great teacher, or it can be. Through travel, we connect with other cultures
and peoples. We learn about other cultures and countries, other peoples, and maybe more
importantly, about ourselves” (White 42).
As people travel, they learn experientially. The physical encounter of a new
environment, and the self-awareness these encounters evoke, have the potential to aid in
the creation of art. Travel can be inspirational because experiential learning is often
stimulating. “Experiential learning is dependent on having direct experiences with the
intent to learn something” (Minton, Using Movement 5).
Authors Lynne Anne Blom and L. Tarin Chaplin, who have written about the
choreographic process, had the following to say with respect to the connection between
experience and learning. They wrote: “Learning includes experiencing, analyzing,
reflecting, integrating, and evaluating” (6). The creation of dance as an art form, or the
choreographic process, also incorporates these same five processes because while making
a dance the choreographer must experience, reflect upon and analyze the inspiration,
integrate the movements created to form a dance, and evaluate the final product.
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“You do not learn how to choreograph by reading about it, hearing about it, or by
watching the major companies in concert” (Blom and Chaplin 3). The choreographic
process can be guided by dance educators; however, meaningful integration of a source
of inspiration as well as a willingness to analyze, experiment, and revise the work are
important parts of the progression.
These steps must be driven by the student choreographer. It is the duty of the
choreographer to find meaning in the source of inspiration and develop how that prompt
will be abstracted and transformed into movement. “Each artist has his own filtering
system in which these tools get used” (Blom and Chaplin 125). The dance educator is
involved in the procedure by guiding with principles of composition and choreographic
devices to assist the student in their own choreographic process.
The goals of this research were to create, implement, and assess the outcome of a
dance curriculum based on a long-distance traveling experience as inspiration for
choreography. The researcher attempted to answer the following essential questions in
this study:
Q1

How can a high school dance course enhance the overall experience and
understanding of traveling?

Q2

In what ways can travel impact a student’s choreographic process?

Q3

What aspects of traveling are most helpful for high school students when
exploring their ability to choreograph?

Q4

What impact does travel as inspiration for choreography have on the
audience members at a dance performance?

From this qualitative study, the researcher intended to identify any immediate
academic benefits of traveling for high school dance students. Dance education at the
high school level can be greatly improved through the incorporation of a dance
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curriculum based on a long-distance traveling experience as inspiration for choreography.
As Blom and Chaplin stated in their book, The Intimate Act of Choreography, learning by
experience is strong, and primal; it precedes knowledge by description. All teaching
should use both methods, so that explicit knowledge rests on tacit knowledge, and
theoretical and practical knowing can augment and enrich one another (5). Since dance is
so primal it makes even more sense that choreography should be taught in this way.
Purpose of Study
The researcher created a curriculum with the possibility of developing creativity
and dance making skills in high school dance students. The choreographic study element
of the research was structured in a way that could stand alone or be utilized with other
forms of experience-related inspirations for the creation of a dance. Travel and the sites
encountered were the source of inspiration for this specific research project. Thus, the
purpose of the study was to discover which aspects of travel and which ways of
documenting travel are most effective when used as inspiration in the choreographic
process.
In addition to teaching about the choreographic process and implementing the
associated curriculum, the researcher also focused on how to help students better
experience travel. The premise was that students could learn to be active observers and
become acquainted with their surroundings during the act of traveling due to participation
in this study. This meant the researcher was interested in discovering which travel
experiences resonated most with high school aged dance students. As part of this project,
the students also learned how to write about their experiences in journals, make sketches,
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and digitally document what they observed. They also participated in group discussions
about what they observed while traveling.
This research study could help advocate for more travel opportunities within high
school dance programs despite the fact that there may be a lack of funding available in
many schools for dance-related travel. While the value of such experiences is unclear and
difficult to quantify, it was the intent of the researcher to establish whether or not there is
indeed artistic value in traveling. In this study any positive correlation made between
traveling and artistry, provided much needed evidence for teachers and directors seeking
to incorporate travel into their high school dance curriculum.
Significance of Study
The project’s data collection instruments provided data relating the art of dance to
the experience of travel. This relationship could be immediately relevant to high school
dance educators as they plan field trips within the context of their curriculum. Budgets do
not include funds for class or club field trips in the researcher’s community, unless taken
from school supply or professional development funds. All student expenses related to
field trip travel are the responsibility of the students participating (Bosch). In order to
justify the significant cost of dance travel, educators may need to provide more
information showing potential benefits of travel for students.
This study would also be noteworthy in conversations between school
administrators, facilitators, and dance educators. Thus, the outcome of this research could
impact the number of dance travel opportunities within public high school dance
programs. The outcome may interest dance travel companies as well, since they could use
the data collected to help market their businesses.
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Travel is often beneficial to travelers. “Before the development of tourism, travel
was conceived to be like study, and its fruits were considered to be the adornment of the
mind and the formation of the judgement” (Fussell 39). Today’s travelers immerse
themselves in new environments to acquire a first-hand understanding of a different
culture. They seek pleasure through novelty in addition to learning about customs, art,
architecture, food, and other local tidings. Curiosity drives the traveler to explore and
seek personal satisfaction by reveling in the unusual. A tourist may document these
experiences through various media, such as photography, digital video and audio
recording, journaling, sketching, and more. “One by-product of real travel was something
that has virtually disappeared, the travel book as a record of an inquiry and a report of the
effect of the inquiry on the mind and the imagination of the traveler” (Fussell 39). A
traveler with curiosity and the desire to experience the world in different ways will revel
in the processes of observation, documentation, and analysis for deeper understanding.
A possible significant outcome of this research project was the goal of
establishing a thorough dance curriculum that implemented the National Core Arts
Standards in Dance in relationship to the travel experience. High school dance students
learn to be literate in the art of dance when the instructor follows a thoughtfully planned
dance curriculum. The student participants had access to this type of curriculum through
participation in this research project, as it was based on the National Core Arts Standards
in Dance. The National Core Arts Standards are used by American dance educators as a
way of structuring and unifying public school dance curricula for grades Pre-K through
twelve. In the standards, the detailed collection of dance-related skills are organized into

6
four artistic processes: creating, performing, responding, and connecting. (National
Coalition for Core Arts Standards)
Within each of the above four categories, information is scaffolded so that
students are able to build on prior knowledge and develop a deep understanding of each
of the processes. In the book, Thinking with the Dancing Brain: Embodying
Neuroscience, authors Rima Faber and Sandra Minton claimed, “These processes occur
simultaneously in practice, unlike the linear nature of language or logic” (Faber and
Minton 132). Students in this research project spent ample time learning about dance by
connecting their personal travel experiences to choreography using established
terminology and methods. They embodied their work by performing it in an end of
semester concert. They responded to their dances both during the process of creation as
well as watching the final performance after which they wrote reflections and presented
verbal critiques. The fact that the students’ dances were based on their travel experiences
meant that they connected those experiences to their personal creative process. “The goal
of the standards is dance literacy through a creative, inquiry-based approach to learning”
(National Coalition for Core Arts Standards). By engaging in each of the four artistic
processes simultaneously, the students had the opportunity to develop fluency in the art
of dance.
The audience members who attended the end of semester concert were also
involved in this research because they could benefit from exposure to dance as an
expressive art and learn about the students’ creative work. “When a person observes
something, their brain resonates with reciprocal impulses or patterns that mirror the
incoming stimuli. The result is an internal neurological duplication of the external
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experience called empathy” (Faber and Minton 23). The observers may have developed a
form of empathy through the observation of the performance in this study.
In contrast to the relatively unfocused and incomplete perceptual attention one
usually devotes to the objects and events in one’s immediate surroundings,
observation of a work of art requires a different kind of mental alertness.
Attention needs to be deliberately concentrated upon the work of art, consciously
isolating it in order to perceive it as it presents itself. (Lavender 62)
Therefore, if the audience members devoted their focused attention to the dance
performance, they may have developed an increased level of dance literacy. Audience
members not only provided feedback for the study but also may have learned about the
art of dance through their perceptions, and by reflecting and responding in regard to their
experience.
With guidance from the standards, high school dance programs can help students
develop creativity, self-awareness, critical thinking, and appreciation for the dances of
other cultures. According to Rima Faber, Chair of the Dance Task Force for the National
Coalition for Core Arts Standards, “The deepest critical thinking occurs when
interpreting, analyzing, critiquing, and relating dance to other experiences and learning”
(Faber). Students can become well-rounded individuals with relevant skills in the areas of
creativity, critical thinking, collaboration, and communication through participation in
dance. “The field of neuro-education focuses on how children learn in relation to their
brain functions. Studies show the neural networks engaged in creative thinking and
problem solving are complex and that the arts can enhance cognition and learning”
(Faber and Minton 152). Student choreographers used these skills routinely as part of the
curriculum implemented in this study.
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Another potential benefit to the dance field is that students who are taught the
choreographic process in high school enter the collegiate and/or professional worlds with
creative ability, which could make dance students potentially more hirable than their nondancing peers. “Creative activity uses executive functions of the brain that occur in brain
synthesis and orchestration (Faber and Minton, 158). Although commonly sought after in
college and professional dance programs, creativity and problem-solving skills are also
desirable in many more careers that do not pertain to dance.
Dancers that do not choose to pursue dance as a major in college or as a career
can still apply the skills they have learned to other endeavors. The world may become a
better place when young adults are taught to observe and appreciate their surroundings
and document and internalize their own reactions to those surroundings. Throughout this
process, dancers may have creatively embodied their thoughts into physical
manifestations, taken corrections and feedback seriously, and retained the courage to
present their work to people around them. “Human progress is based on the creative
spirit” (Faber and Minton 159). Through participation in this research study, high school
dancers had the opportunity to become creative artists while becoming citizens of the
world.
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CHAPTER II
LITERATURE REVIEW
Experiential Learning
There are as many ways to teach as there are teachers in the field of education.
Teaching methods are commonly based on research data, literature, trends, professional
collaboration, administrative demands, and personal trial and error. Experiential learning,
or hands-on learning, is one method that has been researched and proven to be beneficial
for learners.
Benefits of Experiential Learning
“Many believe that experiential learning is superior to other forms of learning, but
such superiority is dependent on the use of skilled teaching techniques and strategies”
(Minton, Using Movement 5). Creative movement and dance can assist in comprehension
of concepts, processes, relationships, and vocabulary when knowledgeable teaching
strategies are applied. Comprehension is often achieved by using associations created
through the use of movement rather than teaching based on written or verbal associations.
According to Alma M. Hawkins in her book, Moving from Within, the connection
between sensory input and the meaningful ordering of our experiences is called
symbolization (5-6). Kinesthetic feedback is one form of human sensory input. Every
student has an inimitable and personal response when engaged in kinesthetic experiences.
When a student is asked to organize their responses to experiences in their own creative
way, they become personally invested in this process of symbolization and can more fully
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retain newly acquired information. Personal experiences make information meaningful
and can benefit any learner. “The symbolic transformation of experience is frequently
expressed through words, but not always. Sometimes we find that words are completely
inadequate to express our response to some of life’s encounters, especially the felt aspects
of experience” (Hawkins 6).
Dance educators can develop a proficient teaching approach by utilizing
experiential, movement-based learning with their students. With a proper curriculum in
place, dance students could greatly benefit from learning through personal experiences
that directly relate to the dance content that is part of their classes. One way to
incorporate experiential learning into the dance classroom is through students’ active
involvement with the inspirations they use to make dances. When the inspiration is a life
event, students can be encouraged to create dances based on their individual responses to
the event. The choreographic process is naturally an active, experience-based activity that
can help students learn more about dance and also about themselves.
Choreography created by high school students based on life experiences is a
process similar to a teaching strategy in which younger students use creative movement
and dance to understand non-dance concepts. “When children create concept-based
movements and dances, they are learning though direct experience or through the
kinesthetic sense” (Minton, Using Movement 5).
The benefits of experiential learning are difficult to quantify due to lack of
research in the field; however, classrooms are seldom completely without this mode of
education. Experiential learning can be incorporated into lessons by allowing for
meaningful opportunities to collaborate, read, write, talk, listen, and contemplate the
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personal context of learning. Students become involved and engaged because of the
lessons’ hands on and interdisciplinary strategies. Dance lessons often incorporate
various senses; using movement (or kinesthetic learning) in combination with auditory,
visual, and meaningful, personal stimuli. “Experiential learning is based on and involves
a learner’s experiences” (Minton, Using Movement 5). Students may become invested in
their own learning as they participate in the multi-sensory, active structure of dance
lessons. The benefits of experiential learning are captured in the following quotation by
Chinese philosopher Confucius, “I hear and I forget. I see and I remember. I do and I
understand” (Vaillancourt). Experiential learning, such as that found in dance education,
can be quite beneficial to learners.
Travel as Experiential Learning
“As long as history can remember, life has been figured as a journey” (Fussell
63). Along the journey, many people seek ways to experience the world in order to
change or enhance their perspective on life. Travel is an activity which can produce
personal, individualized reactions. “Places are odd and call for interpretation. They are
the venue of the traveler” (Fussell 43). Travelers learn about new places, people, and
cultures through direct physical exposure with these stimuli. “A constant flow of sensory
data (visual, aural, tactile, and kinesthetic) makes possible the experiencing of our world:
nature, objects, people, and events” (Hawkins 5). People respond to the same stimuli in
unique and personal ways based on their observational skills, individual perspective, and
relationships to personal past experiences. Traveling is a form of experiential learning
because travelers rely on their multi-sensual observations, including their kinesthetic
sense, in order to learn.
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Designing Choreographic
Curricula
Just as technical skill and movement vernacular are taught and rehearsed in the
dance classroom, the choreographic process must be introduced, defined, explored, and
practiced. “Along with a theory of movement, there is a theory of composition”
(Humphrey 19). The study of choreographic theory is the process by which successful
choreographers develop their craft. A high school dance curriculum often includes
information about how to develop students’ creativity and form movements into dances.
Such a curriculum can help students develop methods for creating pieces based on some
form of inspiration.
Improvisation is the most common method used to generate movement. Other
methods include using codified or set steps in new ways or combinations. Alternative and
experimental forms of composition exist, but are hard to define or formally structure
because “… there is no single approach and no one set of ideas” (Smith-Autard 102).
Contact improvisation has become increasingly popular, which has allowed for two or
more people to relate to movement simultaneously with innovation and freedom. “An
increasing range of content emanating from its [improvisation’s] use and development by
various choreographers has created an extensive new dance vocabulary for dance
composition” (Smith-Autard 105).
In addition to improvisation, components of a choreographic curriculum can
include the elements of dance, collaborative efforts between students, and more. The
methods for teaching the choreographic process are varied and numerous. However,
some sort of creative formula should be present in the curriculum of a well-rounded high
school dance program.
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If students are to experience dance as an art form, it is imperative that the dance
teacher includes a consideration of dance composition in the work-scheme. Then,
in addition to the experiential benefits of dancing, pupils may be guided into the
realms of art and develop artistic talents and aesthetic awareness (Smith-Autard
8).
Finding Choreographic Inspiration
In the beginning stages of the choreographic process, students identify and study
the inspiration on which a dance will be based. “You need a tangible idea to get you
going. The idea, however miniscule, is what turns the verb into a noun – paint into a
painting, sculpt into a sculpture, write into writing, dance into a dance” (Tharp 94).
Intention can vary greatly and is present in a choreographer’s conscious and
subconscious. “The choreographer’s intention can run the gamut from delighting the eye
(or confusing it) to spurning insights, arousing memories, eliciting emotional or
kinesthetic responses, raising consciousness. It can express the joy of moving, provide
surprises, or exasperate” (Blom and Chaplin 11). The intention does not always need to
be the first driving force for a creative work, and intent may change throughout the
creative process.
Because the choreographer moves back and forth within the process, movement
creation, elaboration or variation of these movements, and their evaluation are
frequently interrupted by a return to periods of added observations, insights,
memories, and further analysis of the response to the inspiration. New feelings
may arise, suggesting new directions for developing a dance, so earlier stages are
revisited. This means dance making is a cycling, ever-evolving process. (Minton,
Choreography 4)
Choreographers may begin with the simple desire to move. Through movement
exploration, the discovery of a driving force or intention may be developed. In other
scenarios, an original intention may change as a work is developed. Despite the order by
which an intention is decided upon, the choreographer must fully immerse themselves
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and develop passion for the project. It is set in motion through personal interest, curiosity,
and problem-solving. Regardless of where and when a choreographer’s intent is
determined, it is important that such intentions are expressed through deliberate,
meaningful movements. Blom and Chaplin recognized the importance of a choreographic
inspiration and wrote, “Know what your intention is – then say it with clarity and
simplicity” (8).
Teaching Choreographic Craft
I like to think that choreographic theory and the study of it is a craft, and only
that, for I do not claim that anyone can be taught to create, but only that talent or
possibly genius can be supported and informed by know-how, just as an architect,
no matter how gifted, must understand the uses of steel, glass and stone.
(Humphrey 19)
The tools of a choreographer include the bodies of the dancers and the dynamics
and form of their movements, the space that the dance encompasses and objects that
embellish the performance including sets and props, the sounds that accompany and help
drive the movement with rhythm and tempo, and most importantly an understanding of
form and composition. By using these tools, a choreographer can construct movement in
a creative way that communicates meaning and achieves artistic merit.
Creative movement studies, and the creation of short dance motifs and phrases,
are a way for choreographers to channel both the mental and physical aspects of an
inspiration. Choreographer Twyla Tharp explained that she often realized the need for
movement exploration and improvisation before an idea is fully consummated in her
mind. In her book, The Creative Habit, she described her experience,
I realized that I would never get to the essential core of movement and dance
through a cerebral process. I could prepare, order, organize, structure, and edit my
creativity in my head, but I couldn’t think my way into a dance. To generate
ideas, I had to move. (Tharp 99)
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During a creative movement session, a choreographer may discover many
different responses to stimuli and then work to make deliberate decisions to establish a
theme. Gestures, pedestrian movements, pantomime, abstract and literal movements all
combine to manifest an idea into physical movement. This is the starting place on a
journey toward an artistic form. “Form is the shape, the sequence, the organization of the
action” (Ellfeldt 23).
Barbara Mettler, whose life work involved creative movement, had the following
to say,
Craftsmanship in the art of body movement requires skill in the use of the body as
instrument, and skill in the creation of movement forms. It also requires skill in
expressing feelings. Like any art, dance must be studied and practiced intensively
if a high level of craftsmanship is to be achieved. (Mettler 15)
The choreographer must not abandon expression and emotion by focusing solely
on dance technique, or the end product will lack meaning. All elements of the process are
significant and should be considered with equal regard. “Creating involves an
autonomous act that is holistic in nature. Each phase of the process plays an important
role but always in relationship to the whole” (Hawkins 17).
The Role of Improvisation
Improvisation is spontaneous and self-driven movement. It allows for free choice
and experimentation. There are two types of improvisation: that which is purely
determined by the dancer and his or her own thoughts and movement vernacular, and
improvisation within given parameters. Purely self-driven improvisation is done without
music or other form of inspiration and “… comes from within, a sheer abandonment in
movement to indulge feeling” (Smith-Autard 37). In the latter form of improvisation,
with parameters, movements are created based on some sort of prompt presented to the
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students. These prompts might include an idea in the form of an image, word, sensory
feeling, mood, etc. Following the presentation of the prompt, the students are directed to
engage in their own responses by creating movement. Music may or may not be used
during the creative process, but it should be selected carefully and with intention due to
its influential qualities. Teacher-given prompts, and ideas can serve as both inspiration
and as selective criteria while in the act of improvising to help students choose
movements to be included in a dance.
The role of improvisation is to transpose an idea into movement in multiple,
personalized ways. To start, a choreographer may act out the idea or move in a way that
represents the embodiment of an idea. As the process continues and becomes more
abstract, the choreographer may choose to consider how it would feel to be impacted by
the idea. Sensory manifestations such as the feeling, sound, and taste of an idea may
inspire creative responses.
In its most abstract form, improvisation can illicit movements that represent the
outcomes of an idea, progression through time, and even considerations of the origin of
an idea. The role of improvisation is to guide thoughtful consideration of all aspects of
the choreographer’s inspiration and to develop many meaningful movement responses
that can be pared down later in the creative process. “Teachers in art education, generally,
are concerned that students eventually move from the experimental ‘play’ stage to a
construction stage in which they make things using various components of the art form”
(Smith-Autard 8). This is when the process of choreographic craft becomes important.
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Elements of Choreographic Craft
A dancer’s body exists in the realms of space, time, and energy. A dancer moves
through space with purpose and variety under the direction of the choreographer.
Diversity and meaning are achieved through changes in tempo, incorporation of rhythm,
and meaningful effort dynamics. With attentiveness to the various movement elements, a
choreographer can craft an artistic dance that conveys a message to the audience using
the dancers’ bodies and supporting elements as tools.
All possible knowledge about the craft of choreography should be brought to bear
in the creative process, in matters of movement and form, and an equal amount of
care should be devoted to the supporting factors. Music, costuming, sets, props,
lighting, the title and program notes are primary ones. For the dance, like all
theater arts is the synthesis, and the proper blending of the elements is the
responsibility of the choreographer. (Humphrey 40-41)
The three main choreographic elements of dance are space, time, and energy (or
effort). When a choreographer constructs a dance, these elements are considered in great
detail in relation to the inspiration or intent. The elements exist in dance cohesively to
form the overall piece of choreography. The use of the body’s energy in space and time
are not intended to be explored in a chronological fashion. An interrelated network of
elemental ideas can be navigated organically and viewed as a composition of the whole
rather than as separate, unrelated parts.
Dance transpires in space and is encompassed by space. “Space is the 3-D canvas
within which the dancer creates a dynamic image” (Blom and Chaplin 31). Examples of
ways to modify a dance using space include changes in level and size. Space is
considered when attention is paid to the pathways and directions followed by the dancers
and where they are placed within the stage space. Choreographers consider inspirational
imagery to recreate various shapes with the body, groupings of dancers, the use of props,
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and within the stage design itself. “A movement is characterized by its position and
direction in space, both of which are relative to the structure of the moving body as well
as to the earth, to the surrounding space, and to other bodies within the space” (Mettler
24). The spatial element is key to a successful dance composition.
Time can be used in interesting, constructive ways. Specific aspects of the
element of time include a consciousness of the beginning, middle, and end for a dance.
The length of a dance, its tempo, and use of rhythm are all related to the movement
element time and have an effect on the delivery of a choreographer’s message. Music and
sound can be used to assist with timing; however, a dance can be created and performed
in silence while maintaining an awareness of time. Rhythm is a dominant feature in a
dance, and often involves repetition and the use of accent. “In an art which uses
movement as its material, rhythm is the basic law” (Mettler 27).
Energy in a dance relates to exertion of the body using different types of effort
and force. Energy is a highly dynamic and influential element of dance. Aspects of
energy can include the way a movement is initiated, the control and quality displayed
when performing a movement sequence, and the use of intentional stillness. Examples of
energy qualities that can be used in choreography include sustained, percussive,
vibratory, swinging, suspended and collapsed which are typically used together in
combination with various degrees of intensity.
The use of the elements space, time, and energy to help communicate meaning
through movement does not comprise a universal and unchangeable language with which
to communicate.
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In working for an awareness of dynamics in a group of students, we must first
take note of the fact that the words sharp, smooth, fast, slow, tension, relaxation
are all relative terms, subject to individual interpretation according to the
personality make-up of the dancer. (Humphrey 97)
The creation of movement with a simultaneous awareness of space, time, and
energy will communicate through a choreographer’s personalized voice relative to the
dancer and viewer. It is the unique quality of various dynamics that make dance an art
form.
Reflecting and Revising
“Becoming more perceptive and able to see detail, relationships, and form not
only enriches our lives and stimulates creative responses, but also serves a very practical
role in responding to the creative work of other artists and in assessing the result of our
own creative work” (Hawkins 27). There are infinite possible responses that can be
incorporated when a choreographer creates a work of art. None of these responses are
definitively right or wrong; but rather, they function as sounding boards for peer
observation, reflection, discussion, and revision. The potential for a ‘wrong’ response
exists when an artist realizes a better choice could and should have been made. “It is the
biggest test in the creative process, demanding not only an admission that you’ve made a
mistake but that you know how to fix it. It requires you to challenge a status quo of your
own making” (Tharp 218).
There are various formal and informal ways to structure a critique session. A
choreographer may benefit from a formal critique session with established roles and
guidelines, structured in a way that will evoke responses worthy of consideration. During
a critique session, choreographers are urged to question viewers’ comments and explain
their own solutions to these perceived problems.
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One established, formal method for acquiring meaningful responses from viewers
is the Critical Response Process. Developed by Liz Lerman, the Critical Response
Process evokes intentional artistic choices that can be defended in conversation. Four
core steps are prescribed to maximize mutual respect and meaningful feedback, while
allowing the choreographer to remain in control of the final outcome of the work. The
four steps are Statements of Meaning, Artist as Questioner, Neutral Questions from
Responders, and Permissioned Opinions.
Three roles are established in the Critical Response Process: the artist, the
responder, and the facilitator. There can be multiple people filling each of these roles;
however, they function similarly regardless of the number of people who fulfill each role.
The artist contributes original and creative ideas in order to illicit feedback for further
development. “The Process is most fruitful when artists are invested in the future
evolution of the art they are showing; or at least in the possibility that they can learn
something of value to apply to future projects” (Borstel and Lerman 14).
In addition, the responders will be most helpful if they share in the ultimate goal
of the creation of a successful work of art. According to Borstel and Lerman, a group of
five to twelve responders with a similar level of understanding of choreography is
beneficial in providing a manageable amount of feedback. Responders should remember
that the goal of the session is to produce the artist’s best final work, not to create their
own dance.
Lastly, a facilitator is a key role, and “… although these sessions are geared to the
needs of the creator, much of the success of a good Critical Response session lies with
the facilitator” (Borstel and Lerman 15). The facilitator directs the steps, manages
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transitions, and keeps the session on track. A detailed array of guiding questions is used
by the facilitator to guide the artist into stating their intentions clearly and the viewers
into providing meaningful responses that are not personal, opinionated, or irrelevant.
Ultimately, the Critical Response Process allows for deep dialogue in order to help the
artist make their own personal best choices in regard to their work.
Connecting Travel Experiences to
Choreographic Craft
Travel can function as a stimulus for the creation of dance. “A stimulus can be
defined as something that rouses the mind, or spirits, or incites activity. Stimuli for dance
compositions can be auditory, visual, ideational, tactile, or kinesthetic” (Smith-Autard
29). Examples of stimuli commonly used in dance are: photos, paintings, geometric
shapes, various music, poetry, objects with interesting qualities, pedestrian movements
and gestures, props, and even environments viewed and explored (Minton, Choreography
6). The experience of traveling to a new city provides mental stimulation, sensory
experience, and a wealth of new and intriguing activities that could spark creativity.
Documenting Travel Experiences
In addition to the experience of navigating a new environment, a traveler may
choose to document inspirational sights, sounds, tastes, smells, and emotional responses
for later reference. Common ways to document travel are through writing, sketching,
recording digital audio and video, and photography. A choreographer could use travel
documentation as inspiration for creating dance.
Journals: Writing and Sketching
When a traveler writes about their experiences, they may process their feelings
and retain this information for later reference. The act of writing is therapeutic for some.
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Others find it to be a way to begin the creative process. Writing is a commonly used form
of documentation in many aspects of life. Within a journal, a traveler may include
sketches or detailed drawings of things they see in the environment to which they
traveled.
Sketching can function as an attempt to accurately portray a sight, or it can be a
creative alteration that represents the artist’s feelings toward a sight. “Images, both
memory images and newly imagined ones, are basic ingredients in the creative process.
They feed the process and play a significant role in bringing about imaginative
connections between bits of sensory data” (Hawkins 42). Choreographers could benefit
from using a journal to provide both linguistic and pictorial stimuli for choreographic
inspiration. “From the visual image, the composer takes the idea behind it, as he/she sees
it, or its lines, shape, rhythm, texture, colour, purpose or other imagined associations”
(Smith-Autard 30). These observations can be incorporated into creative movements and
the development of a dance composition.
Digital Documentation: Photography, Video,
and Audio Recordings
In a similar fashion to journaling and sketching, digital documentation of a new
environment while traveling can help a traveler recall what they have seen, heard, and
felt. Today, cell phones are readily available and provide access to programs that record
and store high quality photographs, videos, and audio recordings. These devices allow
instantaneous playback of experiences which can be inspirational. These recordings
provide auditory and kinesthetic stimuli, and visual stimuli in the case of a video.
Percussion instruments, human voices, sounds in nature or the environment often
make interesting and dynamic stimuli for dance. Here, the interpretation of
movement can be purely imitative in quality and duration, or perhaps, the
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association of ideas related to the sounds could provoke emotional, comic or
dramatic interpretations. (Smith-Autard 30)
Transforming Travel Experiences
Into Movement and Dances
To travel is to acquire a wealth of new and stimulating experiences that become a
lasting part of the travelers themselves. Through the experience of traveling, the senses
are heightened and lasting memories are made. Documentation, in the form of written
and sketched journals, video and audio recordings, and photography provide images of
the personal sensory responses that were experienced.
“Images, both memory images and newly imagined ones, are basic ingredients in
the creative process. They feed the process and play a significant role in bringing about
innovative connections between bits of sensory data” (Hawkins 42). Travel can provide
the images used for inspiration of creative work. The experience could initiate
improvisation and creative movement based on imagery. The choreographic process can
become a synthesis of travel experiences and expressive movement with the intention of
sharing the travel experience with the audience. Compositional tools and elements of
space, time, and energy as well as supporting elements of the performance can relate to
the various stimuli experienced during travel. The choreographer can transform their
unique travel experience into a work of art that communicates meaning with intent to
their audience.
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CHAPTER III
METHODOLOGY
"At the still point of the turning world. Neither flesh nor fleshless; Neither from
nor towards; at the still point, there the dance is" (Eliot 177). The purpose of this study
was to create, implement, and assess the results of a dance curriculum based on a longdistance traveling experience as inspiration for choreography. The research spanned one
semester. The study attempted to answer the following essential questions:
Q1

How can a high school dance course enhance the overall experience and
understanding of traveling?

Q2

In what ways can travel impact a student’s choreographic process?

Q3

What aspects of traveling are most helpful for high school students when
exploring their ability to choreograph?

Q4

What impact does travel as inspiration for choreography have on the
audience members at a dance performance?

The methodology chapter includes an explanation of the methods used to set up
this research study, descriptions of the research instruments, and techniques used to
analyze the data at the outcome of the study.
Preparation for Study
After identifying the purpose of the study and the methods that would be used for
collecting the required data, the project was submitted to the Institutional Review Board
(IRB) for review and approval. A narrative including a description of the purpose,
methods, data collection and handling procedures, data analysis procedures, potential
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risks, discomforts, and benefits to participants, as well as sample consent forms and
research instruments were all included in the application. See Appendix B to view a copy
of the approval letter and documents submitted to the IRB.
Research Site and Participants
The travel experience to New York City exposed twenty students to culture
including but not limited to various geography, weather, art, architecture, theater, and
professional-level opportunities to study dance. These experiences provided the
inspirations for the students’ choreography.
The choreographic part of the study was conducted in a public high school near
the border between the southwest United States and Mexico. The facility provided for
dance education at the school was located on the second floor of the gymnasium building.
The open space was equipped with hardwood flooring, one mirrored wall, two white
boards, a projector with a screen, six small portable speakers, and a large wall-mounted
sound system. Students had access to locker rooms adjacent to the dance room for
changing into active-wear, use of the restroom, and for storing their belongings during
class.
The final weeks of the curriculum took place in the theater space at the same high
school, but located in an adjacent building. The theater had five-hundred seats and was
staffed with a tech crew and stagehands. The students were allocated sixty minutes for
dance class, five days a week. They also rehearsed and performed after school in the
evenings during weeks thirteen and fourteen of the project. The research took place over
the course of fifteen consecutive weeks during one semester.
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Participation in the study was optional for individual students in the advanced
level dance class; however, all twenty students chose to participate. The students had to
audition at the beginning of the school year in order to be placed in the advanced level
dance class. They ranged in age from thirteen to eighteen years of age, and were in grades
nine through twelve. The number of students at each age can be seen in Figure 1 below.
All dancers were female.
7

Number of Students

6
5
4
3
2
1
0
13

14

15

16

17

18

Age

Figure 1: Students’ ages at the time of study
The students in this study had prior dance experience, although the number of
years of experience ranged from less than one to twelve years. The distribution of the
students’ years of dance training and the types of dance studied can be viewed in Figures
2 and 3 below. The years of training ranged from one student who had less than one year
of dance training to eight students who had eight to twelve years of training. In Figure 3,
one can see that the most frequently studied dance genre was jazz, while ballet, tap and
hip hop were also popular with the students. The students spent less than one year
studying ballroom and social dance.
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Figure 2: Students’ years of previous dance training
All students had minor training in other forms of movement such as yoga, Pilates,
gymnastics, various sports, and martial arts. They had a wide range of experience with
creating choreography in the past as well. Detailed information about the other types of
movement in which the students in the advanced dance class were involved can be found
in Figure 3. The totals in this figure equal more than the number of students in the class
because each student was involved in more than one dance genre or movement form.

Average Years of Training

7
6
5
4
3
2
1
0

ballet

modern

jazz

tap

ballroom hip hop

social

Style of Dance

Figure 3: Students’ average years of training in various styles of dance

musical
theater

28
Audience members involved in the study were volunteers from the staff at the
same high school. Nine audience members volunteered to be in the study. The volunteers
ranged in age from twenty-six to sixty. Eight of the volunteers were female, and one was
male. In Figure 4, one can see that six audience members were either thirty-one to forty
or fifty-one to sixty years old. Only one audience member was in the forty-one to fifty
years age category and two were twenty-six to thirty years old.
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Figure 4: Audience members’ ages at time of study
All participants involved in the study, whether student, parent, or audience
member, were required to sign consent paperwork prior to the start of the study. Twenty
students and nine audience members completed consent forms and participated in the
study. Sample consent forms for both types of participants can be seen in Appendix C.
Research Design and Data
Analysis
The original four essential questions listed in chapter one were used to create,
guide and develop the research from the beginning to the end, including designing the
research instruments. The study consisted of collecting data which could be analyzed
both qualitatively and quantitatively in an attempt to answer the four essential questions.
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Input from all student participants and audience members was collected through
the use of four different research instruments which included a student pre-survey,
student post-survey, the students’ journal responses and an audience survey. The data
collected using the student surveys was analyzed both quantitively and qualitatively,
while their journal responses were analyzed qualitatively. The data collected using the
student surveys and their journal responses was analyzed qualitatively to identify themes
and ideas which emerged. Both qualitative and quantitative forms of analysis were used
to analyze the data from the audience survey.
The researcher also functioned as the dance teacher in this study, meaning she
observed students as they engaged with the content of the lessons. When students were
working, the researcher observed and took notes on those observations. The researcher
also filmed the final performance and analyzed the performance as part of her
observations in order to have the notes available when she discussed her analysis of the
students’ responses to each lesson.
The risk to participants inherent in this study were no greater than those normally
encountered during typical dance class participation. The study presented no more than
minimal physical and emotional discomfort to participants based on the research methods
and instruments that were used, the fact that the students were involved in a high school
dance class in which they would have participated regardless of participation in the study,
and the travel itinerary which was carefully planned and chaperoned. Participation in the
study provided potential benefits for the students as they completed the curriculum which
was focused on the choreographic process.
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After data was collected, it was stored in the researcher’s office in a locked
cabinet. Only the researcher had access to the participants’ responses. All information
collected electronically was stored on the researcher’s computer which was password
protected. Completed consent forms pertaining to the study were stored in a locked
cabinet in the researcher’s home. Later they were hand carried to the University of
Northern Colorado, where they were stored in a locked file in Crabbe Hall, room 308, the
office of Dance Education MA co-coordinator.
A codified system was used to identify all participant responses on the research
instruments, including the pre-survey, journal entries, post-survey, and audience member
survey. Pseudonyms were used rather than actual names. For examples of the research
instruments used, see Appendix D.
Research Instruments Used
in the Study
On the pre-survey, students were asked to answer questions in writing regarding
their knowledge of the choreographic process and their past level of experience with
choreographing. The survey was made up of fifteen short-answer and multiple-choice
questions. The students completed the pre-surveys on paper in class, and responses were
compiled into a spreadsheet afterward by the researcher.
The students were also asked to keep a journal throughout the thesis project.
Students documented their experiences, thoughts, and responses to the trip to New York
City. The students’ journal writing and sketching was done in response to specific sightseeing opportunities, dance classes, and shows that the group attended. The journals were
collected and scanned by the researcher to identify basic themes and ideas, then
redistributed to the students for them to keep as souvenirs.
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Students were given the option of electronically recording stimuli while traveling
to New York and throughout their stay in the city. Students documented their experiences
digitally using portable electronic devices such as cell phones. The students’ digital
recordings were recorded in response to specific sight-seeing opportunities, dance
classes, and shows that they attended. The students were allowed to use these recordings
as source material in the choreography lessons, in the same way they used their journal
responses and sketches.
On the post-survey, students were asked to answer questions in writing regarding
their knowledge of the choreographic process after completing the curriculum. The postsurvey was also a chance for the students to respond to their experiences for the duration
of the project. The post-survey was completed on paper and compiled into a spreadsheet
by the researcher for analysis.
Audience members consisting of school staff were given a survey to complete
after watching the students perform their choreography. In this survey, audience members
were expected to indicate whether the students’ dances communicated in a meaningful
way and comment on production-related aspects such as lighting, music, and costumes.
The surveys were completed on paper and returned to the researcher for analysis.
Overall Project Timeline
Although the research took place over the course of a fifteen-week semester, it
was broken into roughly three phases. First, preparations were made in regard to
establishing student and audience member participants, documenting consent using the
approved forms, working with the travel agent and school administration to secure the
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travel itinerary, and educating students and parents about expectations for the trip to New
York City. It took roughly five weeks for this first phase to be completed.
The second phase consisted of the actual travel experience, during which twenty
students, four parent chaperones, and the researcher traveled to New York City where
they spent five days. During this phase, students wrote and sketched in their journals to
keep a record of what they experienced. They also made digital recordings during this
phase of the study.
The final phase of the project was the implementation of a seven-week
choreography curriculum, culminating in a final performance. During this phase, students
worked both individually and in groups to transform their travel experience into
meaningful movements which they wove together to create dances. Audience members
observed the final performance and provided feedback. The final part of the project was
completion of the student post-survey. In Table 1 below, it is possible to view an outline
of the overall project timeline, which is broken into weekly tasks.
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Table 1: Overall Project Timeline
Week Task
1
Create travel itinerary with travel agent
Acquire administrative approval
Advertise for volunteer staff to be audience participants
2

Review itinerary with students and parents
Secure parent chaperones
Secure school-district administration approval
Secure volunteer staff audience participants

3

Issue consent forms: students, parents, audience members

4

Collect consent forms: students, parents, audience members
Administer Student Pre-Survey

5

Issue journals and discuss their importance
Teach students how to journal, sketch, and digitally record
Discuss expectations and packing-related questions

6

Travel to New York City
Students journal, sketch, and digitally record

7

Choreography Lesson 1: Exploring Inspiration

8

Choreography Lesson 2: Elements of Dance

9

Choreography Lesson 3: Dynamics between group members

10

Choreography Lesson 4: Modifying a Motif

11

Choreography Lesson 5: Creating the Total Picture

12

Choreography Lesson 6: Refining the Work

13

Choreography Lesson 7: Preparation in the Theater
Issue tickets to volunteer staff audience members

14

Final performance
Volunteer staff complete Audience Member Survey

15

Administer Student Post-Survey
Collect journals and digital recordings
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Travel Preparation
The researcher worked with a travel agent to plan the itinerary for the trip and
schedule all the activities. The researcher and travel agent worked closely to assure a
balance of dance and non-dance related activities were included. The goal was to provide
a well-rounded selection of New York cultural and dance opportunities. The travel
agency booked all flights, hotels, subway passes, class registrations, show and tour
tickets, and restaurant reservations. The itinerary was presented to the researcher and
students as a complete, all-inclusive package.
The travel itinerary was created using recommendations from the travel agent
who books many similar trips per year for high school dance groups. The researcher was
assured there were a variety of experiences that not only pertained to dance but also
provided a brief glance at the culture of the city.
Students were given packing lists to prepare for the trip. The researcher reviewed
information in class and allowed for questions and answers. Students were concerned
with expectations regarding etiquette, weather, and apparel that would be necessary.
Students were encouraged to bring personal cell phones to assist with accountability.
There were no major issues that arose from unpreparedness on the trip.
In order to travel to New York City, the travelers had to ride a bus for three hours
from their school to arrive at the Phoenix airport. All students were responsible for
bringing proper documentation and packing appropriately in order to board the plane.
Because specific travel information was discussed in class prior to the trip, there were no
problems with the bus rides and flights on the first and last day.
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Students learned how to get from point A to point B in New York City using
various forms of transportation, including busses, the subway, and on foot. They also
viewed landmarks and historic sites, had various dining and leisure opportunities, took
professional level dance classes in multiple styles, and attended a Broadway
performance. There was minimal time allotted for resting in the hotel, so students were
expected to take advantage of their downtime in their rooms each night. The trip itinerary
can be seen in Table 2.
Table 2: New York City Travel Itinerary
Day
1

Travel-Related Activity
Travel by bus and plane, redeye flight into JFK Airport

2

Meet tour guide
Breakfast at Ellen’s Stardust Diner
Horton class at Alvin Ailey
Ride subway (multiple times throughout trip)
Guided tour of Central Park
Dinner at John’s Pizzeria & Restaurant
Top of the Rock skyline view

3

Musical Theater master class, by Broadway dancing professional
Broadway Dance Center, 2 classes in various styles
Daytime walk around Times Square, shop for souvenirs
Dinner at Gossip Restaurant
Attend Aladdin at New Amsterdam Theater
Nighttime walk around Times Square, cheesecake at Junior’s

4

Hip hop master class at Steps on Broadway
Wander around Rockefeller Center and 5th Avenue
Radio City Music Hall guided tour, meet & greet with Rockettes
Dinner on Spirit of New York cruise ship
DJ dance party on cruise ship with other high school travelers
Statue of Liberty, skyline, and bridges viewed from cruise ship

5

9-11 Memorial
Travel home by plane and bus
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Curriculum Design
The intention of the curriculum was to guide students in creating choreographic
works that communicated meaning in response to travel as an inspiration. Once students
were grouped and cast in dances, the researcher focused on collaborative skills and group
dynamics to help them work together. Over the course of roughly eight weeks, the
students were involved in the dance-making process with a final performance at the end
of the semester. Students worked both independently and with their peers during the
creative process.
The curriculum began by having the students focus on an inspiration and attempt
to communicate its meaning or meanings through movement. Many of the lessons were
designed to encourage deep thinking and creativity. Students also worked both
independently and collaboratively to reflect upon their artistic work and to incorporate
changes they felt were necessary.
Although the timeline throughout the class was structured, the students were
allowed to work ahead or take more time during each phase. This approach was based on
the idea that, “Each person needs the proper environment and enough practice and
encouragement; no two people can be expected to pass through the levels of creative
development in the same manner or at the same rate” (Hawkins 88). However, all
students had the same goal of participating in the choreographic process in order to
produce a meaningful final performance.
The curriculum design was driven by the National Core Arts Standards. Students
were involved in the four artistic processes on which the standards are based, often
simultaneously, as they created, performed, responded, and connected to their dances.
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Due to the experience level of the students, the High School Accomplished
Curriculum was the appropriately challenging level for all four of the artistic processes
included in the standards. The curriculum for the creating strand included process
components of exploration, planning, and revising. Students explored where
choreographers get ideas for dances and how choreographers use self-reflection, feedback
from others, and documentation to improve the quality of their work.
For the performing artistic process, the curriculum was designed to include
activities to develop the process components of expression and presentation. Students
worked with space, time and energy to communicate through their dances. They also
were involved in many aspects of the public performance.
The responding standards were addressed through the process components of
interpretation and critique, when students participated in peer observations and the
Critical Response Process. Students also synthesized their experiences using the
connecting strand. Within the lessons, they studied their personal responses to the
essential question, “How does dance deepen our understanding of ourselves, other
knowledge, and events around us?” (National Core Arts Standards)
Organization of Lessons
A specific timeframe or standardized order of events does not exist for the
choreographic process. Many artists take on the challenge differently using their own
timeframe. The overall scope and nature of a choreographic project can determine the
time necessary for preparation and for all other steps in the creative process. Some ideas
may flow quickly, others may take longer to incubate before surfacing. Preparing a piece
of choreography for a final performance does not only include the creative process,

38
because the piece must also be rehearsed many times before it is considered presentable
for a formal audience. Choreographing, like the creation of all artwork, can be a
complicated and time-consuming task.
The fifteen-week timeframe for this research study provided parameters for how
much time could be spent on consent and preparedness, actual travel, and each part of the
dance curriculum. Seven weeks for the dance curriculum was sufficient for the students
to produce choreography that they felt was presentable; however, the dancers had to work
diligently in order to finish their pieces in the allotted time. The scope of the curriculum
was designed to be challenging yet achievable for the students. The organization of the
seventh through thirteenth weeks of the semester, in which the students were engulfed in
the choreographic process, are outlined in Table 3 below.
If available and necessary, the students could spend more time on any phase of
the curriculum; whether creating, revising, or rehearsing the choreography. Due to the
nature of art, a work may never truly look finished through the eyes of the artist.
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Table 3: Choreography Lessons Implemented in Class
Lesson Title
Exploring Inspiration

Objectives
Meditation, mental inspiration exploration
Visual inspiration exploration
Movement improvisations
Partner: mirroring, leader-follower
Establish criteria for evaluation
Peer observation
Self observation
Music selection

Elements of Dance

Creation of dynamic solo phrase
Space exploration
Time exploration
Music structure and modifications
Energy exploration
Teacher observation and feedback
Share digital recording

Group Dynamics

Students cast in small groups
Establish group norms
Common goals: establish main idea for group chorography
Cooperative skills: group shapes, positive vs. negative space

Modifying a Motif

Group development of one-minute rough draft
Movement modifications
Formations
Record and analyze choreography
Rehearsal for memory, technique, and performance quality

Creating the Total
Picture

Tour theater space
Stage and lighting designs
Costuming, props, and technology
Completion of two-minute rough draft
Teacher observation
Record and analyze choreography

Refining the Work

Critical Response Process
Apply feedback and finalize choreography
Rehearse for memory, technique, and performance quality

Preparation in the
Theater

Spacing in theater
Tech elements: lighting design
Rehearse for memory, technique, and performance quality
Peer observation
Dress rehearsal
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Choreography Lesson One:
Exploring Inspiration
The first week of the curriculum focused on development of a single source of
inspiration for the choreography project. This lesson was designed to span roughly one
week, or five classes. Students became immersed in the content by becoming curious.
They studied their journals and other pieces of documentation from the trip. They made
lists, brainstormed, discussed with peers, and meditated upon various ideas that could
potentially inspire the creation of a dance. The goal of this phase of exploration was to
narrow their ideas down to one source of inspiration that would drive the creative process
for the remainder of the project.
Students explored ideas through guided improvisation facilitated by the
researcher. They were given parameters, time, and space for exploration through
structured prompts to initiate improvisation. They explored both literal and abstract
movements in order to capture the meaning of an inspiration most accurately. Through
the activities, students developed ways to personally communicate their ideas in
relationship to the trip.
Activities during this week challenged students to use both mental and visual
inspirations to help generate movement. They began by meditating upon the experiences
they had during the travel experience. With eyes closed and in a comfortable position,
students were asked to recall particular places, people, emotions, moods, and any other
thoughts that came to mind in response to the intent of the meditation. With the use of
guiding questions by the researcher, students were given time to use their thoughts to
generate movement improvisations. The researcher then asked students to select colors,
lines, and shapes from their visual aids in journal sketches or photographs and respond
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with movement representative of the visuals they selected. Students reflected on their
movements further while altering the direction, level, size, and speed of their actions.
Peers developed a working relationship by participating in mirroring and leaderfollower improvisation activities. Movements from their mental and visual inspiration
explorations were utilized in these activities as well.
Peer observations and discussions were also utilized during this phase. To
establish boundaries and get focused feedback during the peer-observation process,
students were asked to generate their own set of criteria with which to analyze their work.
They then took turns performing and responding using each group or choreographer’s
criteria in order to give each other relevant feedback. Students analyzed and revised their
own work using their criteria as well.
As a form of inspiration was being chosen, students also explored various music
options to accompany their choreography. Most used the internet to search a wide
selection of both instrumental and vocal music. Their music was supposed to be
complementary to their ideas without taking control of the general idea or structure of the
dance. “Music containing variety in structure, rhythm, and quality [tone] provides better
accompaniment because it minimizes the tendency to create repetitious movement, which
can occur when working with music that has little variety” (Minton, Choreography 32).
Some students chose music that simply functioned as a background to the
choreography. Others chose selections that embellished the choreography and contributed
to the message being delivered. Lastly, one student created her own musical
accompaniment using digitally recorded sound clips from the trip. Music selection was to
be completed by the end of the first week of the curriculum.
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Choreography Lesson Two:
Elements of Dance
The desired outcome of the second week of the curriculum was for each student to
create a dynamic solo phrase of movement, roughly thirty seconds in length and
accompanied by music of some kind that communicated a specific meaning. Students
relied on their travel experience and their own documentation of the trip to inspire their
movement and communicate with intention. During this five-day lesson, students learned
about the elements of dance as tools for development of their phrase.
In order to explore the element of space, students participated in guided activities
that were designed to promote spatial organization of their movements. They began by
exploring solo shapes derived from sketches in their journals and photography. Students
studied ways to alter these shapes and with attention to positive and negative space. They
learned to use intentional focus while improvising and to create floor patterns based upon
lines found in their source materials.
Second, students participated in activities intended to call attention to the timing
in their dance. They learned to understand and apply the element of time to their intent by
studying the effects of tempo, regular vs. irregular patterns, accent, meter, rhythm, and
the use of stillness. In addition to movement improvisations driven by time, students also
worked with their musical accompaniment to establish an overall structure for their
dance. Some chose to alter their music by cutting or looping parts in order to develop
their desired musical structure.
Lastly, the element of energy was explored through the use of movement qualities
and attention to force. Students explored the effects of active versus passive movements.
They modified their established phrases further by experimenting with various movement
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qualities while performing and reflecting on how it felt to embody various movement
qualities while continuing to perform the same phrase.
Throughout this second week of the curriculum, while students explored the
elements of dance by participating in the above activities, the teacher or researcher
circulated throughout the room in order to observe and provide individualized feedback
to students in regard to their work. The teacher’s observations were informal and not
based on a rubric. Comments were driven by open-ended questioning in response to the
specific activity being completed. Students applied feedback which they felt matched
their own artistic choices. It was not required that they incorporate any of the feedback,
but rather that they used the discussion as a way to develop their solo phrase further.
On the last day of this lesson sequence, the students were directed to record a
video of themselves performing their thirty-second solo movement phrase along with a
brief explanation of the inspiration for the phrase. They then uploaded their videos to an
online platform so that they could watch, comment on, and understand more about their
fellow classmates’ solo movement phrases.
Choreography Lesson Three:
Group Dynamics
The desired outcome of the third week of the curriculum was to cast students into
groups that functioned well together and whose members shared a common goal. Since
students had the opportunity to view their classmates’ dynamic solo phrases, they were
asked to begin grouping themselves based on similar forms of inspiration and movement
styles. This resulted in students with similar projects being grouped together. This also
allowed for and resulted in groups of various sizes. The teacher facilitated the process of
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grouping students by similarity; however, the final group selections were made by the
students. Four groups were established, ranging from four to six students per group.
In order to promote cooperative skills within each group, the students participated
in an activity intended to help them get to know each other personally, discuss
expectations for their behavior and work ethic, and establish a written set of group norms.
“When group members share a common motivation and goal, they realize what happens
to the group will affect each member” (Blom and Chaplin 180).
Following their organization, each group was tasked with selecting one main idea
as an inspiration for their group choreography. This inspiration was supposed to be based
on the solo phrases presented earlier in the curriculum. Some groups chose to pursue the
inspiration used and movement created by one student and develop it further. Other
groups chose to combine aspects of each of the members’ solos to develop their group
choreography.
Using the main idea or movement content selected by the group, the students
began working together based on teacher-facilitated activities. These activities included
challenging the groups to create multi-person shapes and tableaux which could be
incorporated into their choreography, as well as an activity based on the intentional use of
positive and negative space created by multiple dancers within the group. The purpose of
the group activities was to get the members working cooperatively with a common goal.
Choreography Lesson Four:
Modifying a Motif
The fourth week of the curriculum was devoted to group work with the goal of
completing roughly half of the choreography for their piece. The goal was for each group
to complete at least one minute of movement, while being aware of their use of the
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elements space, time, and energy. Activities were designed by the researcher to promote
progression within the groups using the ideas and movements already established in the
solo phrases.
The groups worked collaboratively to modify and develop their movements. The
researcher presented a number of choreographic concepts to the students to help them
make modifications. These concepts included: repetition, retrograde, inversion, size,
tempo, rhythm, movement quality, instrumentation, force, background, staging,
embellishment, levels, addition of pedestrian and locomotor movements, and
fragmentation. As a result, the students simultaneously created various movements based
on combinations of these concepts.
During the latter part of the fourth week, the students were encouraged to record
their progress and watch the recording together in order to reflect upon and improve their
choreography. They not only focused on compositional modifications, but also worked to
identify areas concerned with their performance of the movements such as how particular
movements could achieve greater unison where originally incohesive.
The teacher also discussed the importance of routine rehearsal during the fourth
week’s lesson. In order to achieve a presentable final performance, students were
required to practice the choreography alone as homework and in groups repetitively
during class time. During the next two weeks of the class, the students were given more
time to practice and clean up any inconsistencies in their choreography.
Choreography Lesson Five:
Creating a Total Picture
The groups continued working throughout week five as they focused on finishing
a two-minute rough draft of their pieces of choreography. Stage and lighting design were
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the new concepts introduced this week. The students had to stage their dances and design
lighting that complemented their choreography when presented in the theater. In
preparation for these tasks, the students toured the theater space and were given time to
brainstorm ideas about how they could use the space creatively. They also discussed
costume ideas in relation to the lighting, and made selections using the costume inventory
provided by the school. Two groups chose to incorporate props and technology, using
their laptops and projections to create effects.
Throughout the week, the teacher again circulated throughout the room and
informally observed each group as they worked. Feedback from the researcher’s
observations were incorporated into the choreography projects before completion of the
rough draft. On the fifth and final day of this lesson, each group recorded and uploaded a
video of their rough draft onto an online platform. This allowed fellow classmates to
view and comment on each piece of choreography.
Choreography Lesson Six:
Refining the Work
The sixth week of the curriculum was driven by the Critical Response Process,
outlined by Liz Lerman and John Borstel. Based on this process, the students worked
together to refine their choreography while inviting input from their peers. The input
gleaned during the critique sessions was offered based on the artistry and interpretation of
each dance as well as comments about dancers’ technique and performance quality. The
students rehearsed their dances many times, focusing on memory and execution because
repetition can be a beneficial way to solidify kinesthetic understanding. The goal for each
group during this five-day lesson was to complete a refined piece of choreography which
would be ready for rehearsals in the theater the following week.
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Choreography Lesson Seven: Theater
Rehearsals and Performance
Students prepared to perform their pieces during the seventh week of the
curriculum. This entire week was spent in the theater, where students became proficient
in stage terminology and with how to use some of the basic theatre equipment. During
blocking activities, student groups spent time discussing appropriate use of the stage
space. Each formation in the dances was rehearsed slowly and markings were placed on
the stage floor to aid in remembering their placement.
The dancers worked with the theater’s tech crew to set and approve their lighting
designs. The theater was equipped with instruments that produced lighting effects, so the
students were able to utilize their creativity in this respect. Although the stage and
lighting designs were considered throughout the curriculum alongside the development of
the choreography, this was the first time the students were able to see their designs
produced in the theater.
The students participated in a dress rehearsal on the final day of the week in
preparation for the show the following week. During the dress rehearsal, the dancers took
turns performing their choreography while wearing their costumes and stage make-up.
The tech crew ran the lighting and helped with props. The objective was to create an
experience that was as similar to the real performance as possible. While students were
not dancing, they watched other groups from the house and took notes on their
observations. Time was allotted at the end of the rehearsal for students to share their
notes and build a sense of comradery as they prepared for their performance.
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Final Performance
“A dance exists only in the mind of the choreographer and as a rehearsal exercise
until it is performed” (Minton, Choreography 127). The final performances were the
culmination of all the work done over the course of the semester, and the students were
excited to share their projects with the community. The students were given the
opportunity to host three evening performances during the fourteenth week of the
curriculum. The dances were performed formally for a full house of friends, family, and
community members. Voluntary staff members attended the third and final performance
and completed the audience-member survey for this research study. The shows were
advertised using large paper posters, social media platforms, local news programs, school
announcements, and the marquee in the front of the school.
Data Analysis
All data were analyzed with the four essential questions in mind. Both
quantitative and qualitative analysis were utilized in this research project. When using
quantitative analysis, the researcher counted the number of responses that fell in the same
category, while the researcher used qualitative analysis to identify themes and ideas
which emerged from the data as they were related to the essential questions. Samples of
student-generated responses were considered to supplement the information gleaned from
the various surveys, journaling, and other digital recordings documented by students. The
researcher’s assessment of the data served as the primary source of information for the
discussion in the next chapter.
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Summary
The researcher created, implemented, and assessed the results of a dance
curriculum based on a long-distance travel experience which served as inspiration for the
students’ choreography. The methods used were designed to most effectively answer the
essential questions established in this study and provide insight into ways a high school
dance course can be impacted by travel. As part of the design for this study, the
researcher analyzed the data collected from the research instruments used by the students
and from the responses to the survey given to audience members after the performance.
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CHAPTER IV
DISCUSSION
The purpose of this study was to create, implement, and assess the results of a
dance curriculum based on a long-distance travel experience as inspiration for
choreography. As previously stated, the researcher attempted to answer four essential
questions related to travel and the choreographic process in this study. In the following
discussion, the data collected from the students’ pre- and post- surveys, journals and the
audience survey and their analysis were described.
Analysis of Student
Generated Data
One of the goals in this study was to understand the students’ prior choreographic
experiences with choreography since it could influence the development of the dances
created during the project.
Students’ Prior Choreographic
Experiences
The twenty students included in the study were accomplished high school dancers
with years of training prior to the study, although the number of years of this training
differed. However, all the students had minimal previous experience with choreographing
dances. The number of years of choreographic experience can be seen in Figure 5 below.
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Figure 5: Students’ prior experience with choreography
According to data collected in the student pre-survey, half the class had
choreographed one or two pieces of choreography, seven students had completed three to
five pieces of choreography, and three students had choreographed five or more pieces of
choreography prior to participation in the study. Despite the number of dances
choreographed previously, only one-quarter of the class had participated in a formal
choreography course as illustrated below in Figure 6.

5
yes
no
15

Figure 6: Students’ prior experience in a choreography course
In the pre-survey, the students also provided more detailed information about their
past experiences creating pieces of choreography, specifically in terms of the ages and
skill level of the dancers they had worked with. They disclosed information about the
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different size groups they worked with and the types of music they enjoyed as
accompaniment for their choreography as well.
0
2

child-teen, beginner-intermediate
15

19

teen, highly trained
adults
college or professional

Figure 7: Skill level of dancers in past pieces of choreography
As seen in Figure 7, nineteen students had choreographic experience with teenaged, highly trained dancers, while fifteen students previously choreographed for
beginner to intermediate level children. Only two dancers had worked with adult pupils
that were older than they were at the time. Based on the curriculum design used in this
study, the students worked with fellow high school students who were accomplished
dancers throughout the course of the study. For all but one student, this was not a new
experience.
Students disclosed information about their familiarity with various group sizes.
They indicated that they had either choreographed for, or had been a member of a group
of, the following sizes: solo, small group of two to three, medium group of four to ten
dancers, and large groups of more than ten dancers.
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Figure 8: Students’ past experience in various group sizes
All twenty students had been part of a medium sized group of four to ten dancers
in the past. This group size was also used for the choreography created during this study.
Nine of the dancers had participated in large groups of more than ten dancers and twelve
had been involved in solo or duo/trio projects in the past.
In the pre-survey the students were also asked about the type of music they
enjoyed working with because musical selection was an important aspect of the
choreography being created in response to the curriculum. The students’ musical
preferences can be seen in Figure 9.
musical theater
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slow
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Figure 9: Types of music used in past choreography
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Nine of the students preferred to choreograph to instrumental music and eight also
liked using slow music in comparison to three students who liked fast music for their
choreography. However, nineteen students liked choreographing to the hip hop, pop, and
jazz musical genres. Poetry and the spoken word were mentioned by three students as a
desirable accompaniment and a form they used in their past choreography. Musical
theatre accompaniment had been used by only two students.
Students’ Prior Travel
Experiences
The researcher also used the pre-survey to learn about the students’ travel
experiences prior to the study. She found that nine of the students had traveled to other
countries. However, due to their community’s proximity to Mexico, international travel
outside of the United States and Mexico was also considered. With this consideration in
mind, the researcher found two of the twenty students had traveled internationally to
places beyond the two above mentioned countries. Ten of the twenty students had
traveled only as far as other states within the United States and there was one student that
had never traveled outside of her home state.

2

1

never traveled outside state
traveled within United States

7

10

United States and Mexico
Other international travel

Figure 10: Students’ past travel experience
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Students’ Prior Experience
with Documentation
In the pre-survey, the students were asked about their prior proficiencies with
various forms of documentation techniques. Specifically, the researcher was interested in
any prior practice with written journaling, sketching, photography, and videography
when it is used as a means to document life experience.
In response to the above questions, it was determined that less than half, or only
nine of twenty students, had practiced journaling techniques prior to participating in the
study. Sketching, videography, and photography were successively less common, with
only about one-quarter of the class reporting to have practiced these techniques. It was
apparent that extensive journaling, sketching, photography, and videography were new
experiences for most of the students in the class.
Analysis of Students’ Preand Post-Survey Responses
In this study, the researcher collected data using the pre- and post-student surveys.
The student pre-survey was used to establish a baseline for students’ past experiences and
their understanding of the choreographic process. The intent in the post-survey was to
identify which parts of the trip were most inspirational and also, in the students’ opinion,
what form of documentation was most useful or had the most impact when creating
choreography once the students returned from the trip.
The remainder of the content on the student responses to the pre- and post-surveys
was analyzed qualitatively for signs of growth in choreographic knowledge and trends
among responses.
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Question ten on the pre-survey was, “List any terms you are familiar with relating
to movement elements or choreographic structures.” On the pre-survey, the students
responded to this question with basic words they felt were related to the choreographic
process such as beginning, middle, end or spacing. A few students mentioned qualities of
movement such as sharp and exaggerated Thus, most students were able to produce at
least one word that related to the choreographic process, although many of the responses
pertained to spatial arrangement ideas or qualities of movement. A few of the responses
related to techniques used to create a dance. Six students did not respond to this question
at all on the pre-survey, signifying they did not know any terminology related to the
choreographic process at the beginning of the study. Thus, at the start of the study, many
students were only minimally proficient with the use of choreographic terminology.
In the student post-survey, question twelve was, “What did you learn about the
choreographic process?” and this time students responded with lengthy, multi-word
responses that included choreographic terminology. Becky wrote, “I learned how to make
choreography more interesting by adding repetition, variety in size, and formations.”
Additionally, Brooke noted that “Music is made to compliment [sic] the movements of
the dance, not necessarily the other way around like I thought before.” Marissa stated “I
learned that choreography requires multiple drafts. It takes time. No matter what,
choreography will be difficult to create but if you put time and dedication into your work
then it will come out successful.”
The students made a variety of responses when asked about inspirational parts of
the trip to New York City. These answers included naming tourist attractions to
describing their feelings about particular sites. Table 4 displays which landmark, event,
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or response students chose as their most memorable or impactful aspect of the trip to
New York City, which they then used as inspiration to begin their own pieces of
choreography.
Table 4: Students’ Most Memorable or Impactful Aspect of the Trip to New York City
Aspects of the trip
9-11 Memorial
St. Patrick’s Cathedral
Fifth Avenue shopping
Statue of Liberty
Central Park
Broadway show Aladdin
hip hop dance classes, other various dance classes
homelessness, suicide, helplessness and sadness
big city culture, crowds, diversity
transportation, the subway
dinner cruise, dancing and socializing with friends
feeling of empowerment to pursue a career in dance
Some of the students found the same, or similar, aspects of the trip to be
inspirational and were allowed to work on separate, independent solo choreography
projects. Later in the curriculum, students with similar ideas were grouped together to
allow for common ground among the choreographers and group members.
In question thirteen on the student post-survey, the researcher wanted input
regarding the experience of working with fellow classmates to choreograph a piece for
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the final production. Although these comments varied, most students indicated they
enjoyed the experience and found the process to be difficult but rewarding. Carol wrote,
“It was a new experience working with different levels of technique and finding ways to
choreograph to [sic] my dancers.” Heather found “It was a bit difficult to get over the fear
of everyone hating my choreography, but my dancers were open to ideas and kept true to
the nature of the choreography.”
Analysis of Students’ Journal
Responses
The content in the students’ journals played a large role in the first several
choreography lessons. In the journals, the students responded to guiding questions and
sketching prompts, although there was open space for free writing and sketching.
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Figure 11: Students’ previous experience with documentation techniques
In response, it was determined that slightly less than half, or only nine of twenty
students, had practiced journaling techniques prior to participating in the study.
Sketching, photography, and videography were less common, since only twelve students
reported practicing these techniques in the past. It was apparent that extensive journaling,
sketching, photography, and videography were new experiences for most students in the
class. These student responses are illustrated in Figure 11.
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As part of the curriculum, students were taught basic documentation techniques in
class. They were then asked to carry their journals and recording devices (cell phones)
with them throughout the travel experience in order to write, sketch, take pictures, and
make videos whenever they felt inspired. Students were reminded nightly to complete
their journal reflections before going to bed. Although some students documented more
than others, and wrote using varying degrees of detail, all students completed their
journals before they arrived back home. After scanning each of the journals, the
researcher compared all responses side-by-side in order to find common themes.
When asked in their journals what they were most looking forward to, a common
theme was watching Aladdin on Broadway and taking professional level dance classes.
Some students mentioned Central Park and riding the subway. When asked what they
were not looking forward to, students commented on the idea of becoming lost in a large
crowd and complications regarding transportation like missed flights, lost luggage, and
being unsure of how to ride the subway. Overall, they described their expectations of the
city as “busy, bright, cold, and multi-cultural”.
When the group first arrived at the hotel in New York City, they were given time
to settle into their hotel room. During this time, students were prompted to describe their
hotel room and sketch the view from their window in their journals. Although all students
wrote descriptive words about the hotel and its views, some of the sketches were more
complete than others and included greater detail. An example of a very basic sketch done
shortly after the students arrived in New York can be seen in Figure 12 below, while
Figure 13 and 14 included more detailed sketches. In the researcher’s opinion, many of
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the sketches completed on the first day of the trip lacked detail and, in fact, two of the
students did not complete a sketch but left this part of their journal blank.

Figure 12: Sample basic sketch from hotel window

Figure 13: Sample proficient sketch from hotel window
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Figure 14: Sample highly detailed sketch from hotel window
There were seven other prompts for sketches throughout the student journal. Later
in the trip the students were asked to sketch scenes from various locations in New York.
These locations included Central Park, Time Square, the Top of the Rock, Radio City
Music Hall, shopping on Fifth Avenue, the dinner cruise including the view of the Statue
of Liberty, and the 9-11 Memorial. The students’ responses again varied in terms of level
of completion, skill, effort, and detail. In Figure 15, one can see the students made most
of their highly detailed sketches of Central Park and the 9-11 Memorial, while the most
proficient sketches were made of the dinner cruise and Statue of Liberty, Fifth Avenue
and Rockefeller Center, Radio City Music Hall and Top of the Rock. Most of the basic
sketches were made of Times Square, although some students chose to make no sketch of
the view from the hotel room, Central Park, Top of the Rock, Times Square, Radio City
Music Hall or the Memorial.
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Figure 15: Students’ varied journal responses to sketching prompts
Overall, as the trip progressed, the students became more responsive to the
sketching prompts. By the sixth of the eight different prompts, all the students completed
sketches that at least included basic imagery. The researcher concluded the students
displayed increased confidence and a desire to sketch in their journals, and then made
time to do so. Danielle commented, “The sketches made me live in the moment and
brought me even more inspiration.” Rachel stated, “I used the pictures I drew in my
journal for inspiration, so I could remember all the sight-seeing we did.”
The researcher found that the most detailed drawings were inspired by the 9-11
Memorial and Central Park. Almost half of the students produced highly detailed
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sketches in response to these two sites. The students’ sketches in response to these sites
can be seen in Figures 16 through 19.

Figure 16: Student proficient sketch from Central Park

Figure 17: Student highly detailed sketch from Central Park
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Figure 18: Student basic sketch from the 9-11 Memorial

Figure 19: Student basic sketch from the 9-11 Memorial
Factors that may have influenced the students’ ability to respond in detail to the
sketching prompts provided included how inspired they felt in the moment they were
prompted to sketch, appropriate space and time to produce the sketch, and environmental
conditions such as weather and crowds of people that were encountered.
Journal prompts encouraged written responses from students during their trip as
well. Specific questions in the journals related to the trip along with overall reflections at
the end of each day. The written responses again included varying levels of completion,
skill, effort, and detail.
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The students were then able to reference their journals when working on their
choreography. Brigitte indicated, “My journal helped me keep my head straight and
remember all of the memories, events, and emotions.” Penelope noted, “I liked that I
wrote about my memories in my journal so I could look at them later for ideas.”
The most extensive written comments were in response to the various dance
classes that were taken over the course of the trip. The students took a modern dance
class at the Alvin Ailey studios, a musical theater class led by a cast member of Aladdin,
various styles of classes at Broadway Dance Center, and a hip hop class at Steps on
Broadway. They wrote about the physical environment in the studios and the demeanor
and teaching methods of the instructors. They also discussed various personal and general
class corrections that were given, new steps they learned while in class, their overall
experience as a dancer, and whether or not they felt inspired afterward.
In response to the class led by a cast member of Aladdin, Santana commented,
“The class inspired me to be myself and to take care of myself first.” Meg wrote, “The
teacher was funny and energetic. You could tell he loved his job. That’s what stuck with
me the most.”
Figure 20 below is a compilation of how many students seemed to be inspired by
each particular class.
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Figure 20: Students’ feelings of inspiration based on dance classes in New York City
Student responses showed that they were highly inspired by the dance classes in
which they participated, especially the modern class at the Alvin Ailey studios and the
one taught by a cast member of Aladdin. In fact, all twenty students found these two
classes to be inspirational. The least inspirational dance classes, overall, were the ones
taken at the Broadway Dance Center. Thirteen students left feeling inspired, although
seven students reported that these classes did not particularly inspire them. Eighteen
students found the class at Steps on Broadway to be inspirational, while two students did
not.
The Broadway show Aladdin was another event on which the students commonly
commented. For fourteen of the twenty students, this was their first experience attending
a large-scale musical theater production. Aspects of the production that were mentioned
included the level of detail, the admirable choreography, the singing and acting
capabilities of the cast, and the elaborate costumes and set designs. Monet wrote, “The
show inspired me to see more musical theater performances.” Taylor commented, “It
makes me want to work harder and create better choreography.” Lastly, Nichole
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confessed, “I felt very inspired. My ultimate dream job is to perform in a Broadway show
and seeing those people on stage inspired me to keep pushing for my goal.” All students
reported that attending the show was the most memorable part of the day, and overall one
of the best parts of the trip.
The 9-11 Memorial was the final stop on the travel itinerary and students had
become very familiar with journaling by the time they experienced this monument. The
students were highly responsive to this experience, and all of them gave multi-word
thoughtful answers to each journal prompt. Many described the 9-11 Memorial as eyeopening, huge, shocking, sad, hurtful or angering, and memorable and commented on one
display with photographs of all those lost on that day with the accompaniment of voices
as recorded from the crashing planes and burning buildings. The students also discussed
personal stories of victims and one student even made digital recordings of the voices
which she later incorporated into her audio track to accompany her choreography.
The final reflection questions in the journal were completed as the students
traveled home by plane and bus. When asked what they had learned about themselves on
the trip, they responded with comments about personal growth and potential, feelings of
independence, and that they appreciated their organizational skills while traveling. When
asked about what parts of the travel experience seemed to be most challenging, they
mentioned feeling exhausted, getting along with fellow student roommates, and being
pushed outside of their comfort zone during dance classes.
There were mixed responses when the students were asked which types of
documentation were most useful when participating in the choreography lessons. In
Figure 21, one can see that nine students preferred using their journal sketches as an
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inspiration for choreography, while seven students thought their written responses were
inspirational. Only four students preferred using their photographs and videos as
choreographic prompts.
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Figure 21: Types of documentation found most useful to students when choreographing
Written journal responses and sketches were found to be very useful to students
during the choreographic process, while photography and videography were less
commonly referenced. Sketching, although not a commonly practiced skill by students at
the beginning of the study, was found to be the most commonly used form of
documentation during their choreographic process.
Analysis of Audience
Generated Data
The following data was generated in response to the audience survey which was
completed following the final performance of the students’ work. This data includes
audience members’ prior choreographic knowledge and their responses to the
performance. Some of the audience data was analyzed using quantitative methods.
Audience-Members’ Prior
Dance Knowledge
Audience members involved in the study were volunteers that ranged in age from
twenty-six to sixty. Eight of the volunteers were female, and one was male. They had
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varying levels of prior exposure before seeing this dance performance. All nine audience
members taking the survey had attended at least one dance performance in the past year,
and more than half had attended three or more performances during the same time period.
The researcher concluded they were somewhat accustomed to viewing dance as an art
form. Figure 22 displays the number of audience members who had attended one or more
dance performances during the last twelve months. It appeared three audience members
had attended six dance performances, and two had attended only one dance performance
during the same time period. The number of dance performances attended by other
audience members fell between these two extremes.
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2
3
4
5
Number of Dance Performances Seen in Last 12 Months

6

7

Figure 22: Number of dance performances attended in the last 12 months
Six of the nine audience members taking the survey also had participated in dance
training themselves prior to watching the performance, although the training had occurred
an average of twenty years prior. Half of them had not danced since they were children.
One respondent still danced recreationally, another reported having past experience
teaching dance as an adult, and one had danced in adulthood. The audience members’
past dance experiences are summarized in Table 5.
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Table 5: Audience members’ past dance training
Participant
1

Past training?
yes

How many years ago?
20

2

yes

0, currently training

3

no

not applicable

4

yes

23

5

yes

12

6

yes

30

7

no

not applicable

8

no

not applicable

9

yes

40

Figure 23 below shows the highest level of dance training completed by audience
members who completed the survey. This training was in various styles, such as ballet,
tap, jazz, Irish, modern, hip hop, contemporary, and musical theater dance genres.

1
3

1

no training
childhood-teen
adult, recreational

1

adult, dance teacher
adult, professional
3

Figure 23: Audience members’ past dance training
Based on Figure 23, the researcher concluded that the audience members who
volunteered to complete the survey were somewhat accustomed to dance as an art form
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and were able to provide a range of relevant feedback related to varying levels of
personal exposure to dance. This conclusion was based on the fact six of the nine
audience members had some dance training in their background.
Analysis of Audience Members’
Responses
The audience member survey resulted in data that were analyzed qualitatively as
well. The respondents reported that the show was overall more emotionally impactful
than they had expected. Mr. Smith stated, “The 9-11 dance had some of the audience
members in tears.” Ms. Hawkins found, “The connections the students made to their trip
were emotional.”
When asked to describe what made the choreography meaningful to them,
audience members responded with the following comments. A number noted they found
the performers were “… showing emotion with their bodies and faces” or that they felt,
“… connected to the events in the choreography.” Other audience members described the
lighting and the music selections that accompanied the dances. Ms. Valdes added, “I
enjoyed the show’s connections to the New York field trip. I believe it enhanced the
production.”
All audience members agreed that the stage design, lighting, music, and costume
selections added to their overall satisfaction with the show. On the other hand, they
thought that the transitions or long pauses between dances and frequent technical errors
distracted or took away from the effectiveness of the performance.
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CHAPTER V
CONCLUSION
The goals of this research study were to create, implement, and assess the
outcome of a dance curriculum based on a long-distance traveling experience as
inspiration for choreography. The study involved twenty accomplished high school dance
students, nine volunteer audience members from the high school staff, and the researcher
who was also the dance teacher. The study consisted of both a qualitative and quantitative
analysis of data, which was collected using student pre- and post- surveys, student
journals, and audience-member surveys. The researcher attempted to answer the
following essential questions in this study:
Q1

How can a high school dance course enhance the overall experience and
understanding of traveling?

Q2

In what ways can travel impact a student’s choreographic process?

Q3

What aspects of traveling are most helpful for high school students when
exploring their ability to choreograph?

Q4

What impact does travel as inspiration for choreography have on the
audience members at a dance performance?

In this study, the researcher was able to identify the immediate academic benefits
of travel for high school dance students. Areas of student growth included increased
proficiency in sketching, reflective writing, photography and videography as ways to
document life’s experiences. The students also developed a deeper understanding of the
choreographic process by participating in a long-distance travel experience. Based on the
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outcome of this study, it appeared that dance education at the high school accomplished
level can be improved through the incorporation of a dance curriculum based on travel as
inspiration for choreography.
Implications of the Study
Based on the findings of this study, it was apparent that a correlation existed
between traveling and creativity, and that high school students benefited from
incorporating travel experiences into their dance education. The students also became
more organized and observant travelers as well as more creative choreographers.
It was apparent that a travel experience can be an effective source of inspiration
for high school students, especially when used as an inspiration for dance making. The
students in this study creatively embodied their thoughts about their personal travel
experience through participation in a fifteen-week dance curriculum focused on creating
meaningful choreography. They found the dance classes they participated in and the
Broadway show that they attended to be the most influential parts of the trip, but also
responded with a personal connection to various landmarks throughout the city. The
students were able to make physical manifestations based on their travel experience and
the documentation thereof, in order to create, revise, and perform their choreography.
The researcher identified aspects of travel documentation that were most helpful
for accomplished high school dance students during the choreographic process.
According to the students, the most helpful way to document the travel experience proved
to be sketching and writing reflections in the journals respectively, followed by
photography and videography which were significantly less useful when creating the
dances. During the travel experience, students became progressively more proficient in
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the four forms of documentation as evidenced by increases in the length and detail of
responses found in their journals. They displayed greater confidence and proficiency with
producing travel documentation, and they described an increased desire do so.
Audience members that participated in the study communicated that they had an
emotional response to watching the students perform their choreography in the final
performance. They appreciated the students’ embodiment of their personally chosen
inspiration as related to the New York City trip and found the choreography to be
meaningful. Audience members also commented on the success of the overall design of
the dances including lighting, music, and costume selections. They felt that these
elements enhanced the performance.
Limitations and Recommendations
for Future Research
Although, the study seemed to display a positive link between travel and the
choreographic process, it is important to note a few limitations. More specifically, there
was potential for bias since the researcher was also the students’ teacher. There was also
a relatively small student and audience-member sample, and the research instruments
were not tested for reliability or validity.
Since the researcher was also the participants’ dance teacher, there was, as stated
above, potential for bias when reviewing and analyzing the data. Further research should
be completed by a researcher who is not the dance teacher leading the class included in
the study.
In future studies, there should also be equal numbers of both genders as
participants and those from a variety of age groups and skill levels to see whether a
similar outcome could be achieved in terms of learning how to choreograph a dance.
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More audience members should be included as well to better validate the responses
described by those involved in the current study.
There was also a potential for coercion based on the questions and prompts that
were presented to the students in the research instruments. Using different language
might alleviate this issue. Additionally, language barriers and unfamiliarity with
terminology in the instruments could have caused confusion and lack of more detailed
responses from participants. This study is not irrefutable, and there are still many
questions related to the topics that could to be researched and answered.
Conclusion
In this study, the researcher created and implemented a curriculum which
developed creativity and dance making skills in a class of accomplished high school
dance students. A positive connection was made between traveling and the students’
developing artistry, providing much-needed evidence for dance educators who seek to
incorporate travel into their high school dance curriculum.
The researcher was able to conclude that travel can be an enriching and
educational experience that benefits dance students as well as those that observe their
performances. Students with the desire to experience the world through travel expressed
satisfaction with the processes of observing, documenting, and analyzing their travel
experience. They were able to transpose these skills into their understanding of the
choreographic process.
Finally, this study indicated that travel also has the power to expand students’
understanding of their surrounding world. By incorporating travel experiences in
conjunction with a carefully designed dance curriculum, the students were taught to

76
observe and appreciate their surroundings as well as document and internalize their own
reactions to those surroundings in artistic ways. It is through exposure to unfamiliar
environments and cultures that the dance students were able to personally connect with
the creative process and discover more about themselves as travelers of the world.
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October 3, 2018
Mr. Derek Bosch
Principal,

High School

RE: Permission to Conduct Research Study
Dear Mr.

:

I am writing to request permission to conduct a research study at

. High

School. I am currently enrolled in the Master of Arts in Dance Education Program at the
University of Northern Colorado, and am in the process of writing my Master's Thesis.
The study is entitled A Slice of the Big Apple: An Exploration of the Impact of Travel on
High School Students' Choreographic Process.
I hope that the school administration will allow me to work with the students
enrolled in the Performing Dance class to anonymously complete a pre-survey and postsurvey (copies enclosed). Students who volunteer to participate will be given a consent
form to be signed by their parent or guardian (copy enclosed) and returned to myself, the
primary researcher, at the beginning of the survey process. Due to the nature of the study,
I hope to recruit audience members from the school staff as well to anonymously
complete their own audience-member survey (copy enclosed). Interested audiencemembers who volunteer to participate will also be given consent forms to be signed and
returned to myself, the primary researcher (copy enclosed).
If approval is granted, student participants will complete the pre-survey and postsurvey in a classroom or other quiet setting on the school campus. The survey process
should take no longer than one hour each. Audience member staff participants would
complete the survey at home. The survey results will remain absolutely confidential and
anonymous and a code system will be used to identify all participant responses.
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Your approval to conduct this study will be greatly appreciated. I will follow up
with you by the end of the week and would be happy to answer any questions or concerns
that you may have at that time. In the meantime, you may contact me at my email,
lseibel@yumaunion.org.
If you agree, kindly sign below and return the signed form in the enclosed
envelope. Alternatively, submit a signed letter of permission on your institution's
letterhead acknowledging your consent and permission for me to conduct this
survey/study at your institution.
Sincerely,
Lauren Seibel, Dance Director

Enclosures cc: Ana Urena, Administrative Secretary
Approved by:

Mr. Derek Bosch (print name)

Signature

Date
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Institutional Review Board

DATE:

December 4, 2018

TO:

Lauren Seibel

FROM:

University of Northern Colorado (UNCO) IRB

PROJECT TITLE:

[1334260-2] A Slice of the Big Apple: An Exploration of the Impact of
Travel on High School Students’ Choreographic Process

SUBMISSION TYPE:

Amendment/Modification

ACTION:

APPROVED

APPROVAL DATE:

December 4, 2018

EXPIRATION DATE:

December 4, 2019

REVIEW TYPE:

Expedited Review

Thank you for your submission of Amendment/Modification materials for this project.
The University of Northern Colorado (UNCO) IRB has APPROVED your submission.
All research must be conducted in accordance with this approved submission.
This submission has received Expedited Review based on applicable federal regulations.
Please remember that informed consent is a process beginning with a description of
the project and insurance of participant understanding. Informed consent must
continue throughout the project via a dialogue between the researcher and research
participant. Federal regulations require that each participant receives a copy of the
consent document.
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Please note that any revision to previously approved materials must be approved by this
committee prior to initiation. Please use the appropriate revision forms for this procedure.
All UNANTICIPATED PROBLEMS involving risks to subjects or others and SERIOUS
and UNEXPECTED adverse events must be reported promptly to this office.
All NON-COMPLIANCE issues or COMPLAINTS regarding this project must be
reported promptly to this office.

Based on the risks, this project requires continuing review by this committee on an annual
basis. Please use the appropriate forms for this procedure. Your documentation for
continuing review must be received with sufficient time for review and continued
approval before the expiration date of December 4, 2019.
Please note that all research records must be retained for a minimum of three years after
the completion of the project.
If you have any questions, please contact Nicole Morse at 970-351-1910 or
nicole.morse@unco.edu. Please include your project title and reference number in all
correspondence with this committee.

This letter has been electronically signed in accordance with all applicable regulations,
and a copy is retained within University of Northern Colorado (UNCO) IRB's records.
Generated on IRBNet
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CONSENT FORM FOR HUMAN PARTICIPANTS IN RESEARCH
UNIVERSITY OF NORTHERN COLORADO
STUDENT
Thesis Title: A Slice of the Big Apple: An Exploration of the Impact of Travel on High
School Students’ Choreographic Process
Researcher: Lauren Seibel, Graduate Student at the University of Northern Colorado
Contact Information:
Research Advisor: Dr. Sandra Minton, University of Northern Colorado,
sandra.minton@unco.edu
You are being asked to take part in a research study of the effects of travel on the
choreographic process of high school dance students. I am asking you to take part because
you are enrolled in the Performing Dance class at
High School in
,
.
Please read this form carefully and ask any questions you may have before agreeing to take
part in the study.
What the study is about: The aim of this research is to discover answers to four questions: 1)
How can a high school dance course enhance the overall experience and understanding of
traveling? 2) In what ways can travel impact a student’s choreographic process? 3) What
aspects of traveling are most helpful for high school students when exploring their ability to
choreograph? 4) What impact does travel as inspiration for choreography have on the
audience members at a dance performance? As part of a graduate research project, this
research will help advocate for more travel opportunities within high school dance programs
as well as provide a model curriculum which develops creativity and dance making skills in
high school dance students.
Risks: The study is designed so that there will be minimal risk of physical and/or emotional
discomfort to you based on: the research process and tools being used, the fact that you will
be involved in a high school dance class in which you have participated before the design of
this thesis project, and that the travel itinerary will be carefully planned and chaperoned.

Page 1 of 3 ____________
(Respondent’s initials here)
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Your answers will be confidential. Every effort will be made to protect your identity. The
records of this study will be kept private. In any sort of report I make public, I will not include
any information that will make it possible to identify you. A code system will be used to identify
all participant responses. No actual names will be used. I will use pseudonyms or numerical
codes. All documents pertaining to this study will be stored in a locked cabinet in the office of
the dance teacher. No other person will have access. Completed consent forms will be stored in a
locked cabinet in Crabbe Hall, room 308, the office of Dance Education MA co-coordinator
Christy O’Connell-Black. The notes will be destroyed after the completion of the thesis.
Taking part is voluntary: Taking part in this study is completely voluntary. Your decision will be
respected and will not result in loss of benefits to which you are otherwise entitled. If you decide
to take part, you are free to withdraw at any time.
If you have questions: The researcher conducting this study is Lauren Seibel. Please ask any
questions you have now. If you have questions later, you may contact me with the information
listed above. Please retain one copy of this letter for your records.
Thank you for assisting me in my research.
Sincerely,

Lauren Seibel

Page 2 of 3 ____________
(Respondent’s initials here)
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CONSENT FORM FOR HUMAN PARTICIPANTS IN RESEARCH
UNIVERSITY OF NORTHERN COLORADO
STUDENT
Thesis Title: A Slice of the Big Apple: An Exploration of the Impact of Travel on High School
Students’ Choreographic Process
Researcher: Lauren Seibel, Graduate Student at the University of Northern Colorado
Contact Information:
Research Advisor: Dr. Sandra Minton, University of Northern Colorado,
sandra.minton@unco.edu
Participation is voluntary. You may decide not to participate in this study and if begin
participation you may still decide to stop and withdraw at any time. Your decision will be
respected and will not result in loss of benefits to which you are otherwise entitled. Having read
the above and having had an opportunity to ask any questions, please sign below if you would
like to participate in this research. A copy of this form will be given to you to retain for future
reference. If you have any concerns about your selection or treatment as a research participant,
please contact Nicole Morse, Office of Research, Kepner Hall, University of Northern Colorado
Greeley, CO 80639; 970-351-1910.
Statement of Consent: I have read the above information and have received answers to any
questions I asked. I consent to take part in the study.
____________________________________________________________________
Participant’s Full Name (please print)
Participant’s Birth Date (month/day/year)
____________________________________________________________________
Participant’s Signature
Date (month/day/year)
____________________________________________________________________
Researcher’s Signature
Date (month/day/year)
____________________________________________________________________
Printed Name of Researcher Obtaining Consent
Date (month/day/year)
This consent form will be kept by the researcher for at least three years beyond the end of the
study and was approved by the IRB on December 4, 2018.
page 3 of 3 ____________
(Respondent’s initials here)
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CONSENT FORM FOR HUMAN PARTICIPANTS IN RESEARCH
UNIVERSITY OF NORTHERN COLORADO
PARENT/GUARDIAN
Thesis Title: A Slice of the Big Apple: An Exploration of the Impact of Travel on High School
Students’ Choreographic Process
Researcher: Lauren Seibel, Graduate Student at the University of Northern Colorado
Contact Information:
Research Advisor: Dr. Sandra Minton, University of Northern Colorado, sandra.minton@unco.edu
Your child is being asked to take part in a research study of the effects of travel on the choreographic
process of high school dance students. I am asking for your permission for your child to take part
because your child is enrolled in the Performing Dance class at High School in ,
.
Please read this form carefully and ask any questions you may have before agreeing to allow your
child to take part in the study.
What the study is about: The aim of this research is to discover answers to four questions: 1) How
can a high school dance course enhance the overall experience and understanding of traveling? 2)
In what ways can travel impact a student’s choreographic process? 3) What aspects of traveling are
most helpful for high school students when exploring their ability to choreograph? 4) What impact
does travel as inspiration for choreography have on the audience members at a dance performance?
As part of a graduate research project, this research will help advocate for more travel opportunities
within high school dance programs as well as provide a model curriculum which develops creativity
and dance making skills in high school dance students.
Risks: The study presents no more than minimal physical and emotional discomfort to participants
based on: the research methods and instruments being used, the fact that the students will be
involved in a high school dance class in which they would have participated before the design of
this thesis project, and that the travel itinerary will be carefully planned and chaperoned.

Page 1 of 3 ___________
(Respondent’s initial here)
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Your answers will be confidential. Every effort will be made to protect your child’s identity. The
records of this study will be kept private. In any sort of report I make public, I will not include
any information that will make it possible to identify your child. A code system will be used to
identify all participant responses. No actual names will be used. I will use pseudonyms or
numerical codes. All documents pertaining to this study will be stored in a locked cabinet in the
office of the dance teacher. No other person will have access. Completed consent forms will be
stored in a locked cabinet in Crabbe Hall, room 308, the office of Dance Education MA
coordinator Christy O’Connell-Black. The notes will be destroyed after the completion of the
thesis.
Taking part is voluntary: Taking part in this study is completely voluntary. Your decision will be
respected and will not result in loss of benefits to which your child is otherwise entitled. If you
decide to allow your child to take part, you are free to withdraw your child at any time.
If you have questions: The researcher conducting this study is Lauren Seibel. Please ask any
questions you have now. If you have questions later, you may contact me with the information
listed above. Please retain one copy of this letter for your records.
Thank you for assisting me in my research.
Sincerely,

Lauren Seibel

Page 2 of 3 ____________
(Respondent’s initials here)
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CONSENT FORM FOR HUMAN PARTICIPANTS IN RESEARCH
UNIVERSITY OF NORTHERN COLORADO
PARENT/GUARDIAN
Thesis Title: A Slice of the Big Apple: An Exploration of the Impact of Travel on High School
Students’ Choreographic Process
Researcher: Lauren Seibel, Graduate Student at the University of Northern Colorado
Contact Information:
Research Advisor: Dr. Sandra Minton, University of Northern Colorado,
sandra.minton@unco.edu
Participation is voluntary. Your child may decide not to participate in this study and if your child
begins participation you or your child may still decide to stop and withdraw at any time. Your
decision will be respected and will not result in loss of benefits to which you and your child are
otherwise entitled. Having read the above and having had an opportunity to ask any questions,
please sign below if you would like your child to participate in this research. A copy of this form
will be given to you to retain for future reference. If you have any concerns about your selection
or treatment as a research participant, please contact Nicole Morse, Office of Research, Kepner
Hall, University of Northern Colorado Greeley, CO 80639; 970-351-1910.
Statement of Consent: I have read the above information and have received answers to any
questions I asked. I consent to take part in the study.
____________________________________________________________________________
Child’s Full Name (please print)
Child’s Birth Date (month/day/year)
___________________________________________________________________________
Parent/Guardian’s Signature
Date (month/day/year)
___________________________________________________________________________
Researcher’s Signature
Date (month/day/year)
__________________________________________________________________________
Printed Name of Researcher Obtaining Consent
Date (month/day/year)
This consent form will be kept by the researcher for at least three years beyond the end of the
study and was approved by the IRB on December 4, 2018.
Page 3 of 3 ____________
(Respondent’s initials here)
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CONSENT FORM FOR HUMAN PARTICIPANTS IN RESEARCH
UNIVERSITY OF NORTHERN COLORADO
AUDIENCE MEMBER
Thesis Title: A Slice of the Big Apple: An Exploration of the Impact of Travel on High School
Students’ Choreographic Process
Researcher: Lauren Seibel, Graduate Student at the University of Northern Colorado
Contact Information:
Research Advisor: Dr. Sandra Minton, University of Northern Colorado,
sandra.minton@unco.edu
You are being asked to take part in a research study of the effects of travel on the choreographic
process of high school dance students. I am asking for your permission to take part because you
are an audience member attending the dance concert presented by
High School Performing
Dance in
,
. Please read this form carefully and ask any questions you may have
before agreeing to take part in the study.
What the study is about: The aim of this research is to discover answers to four questions: 1) How
can a high school dance course enhance the overall experience and understanding of traveling? 2)
In what ways can travel impact a student’s choreographic process? 3) What aspects of traveling
are most helpful for high school students when exploring their ability to choreograph? 4) What
impact does travel as inspiration for choreography have on the audience members at a dance
performance? As part of a graduate research project, this research will help advocate for more
travel opportunities within high school dance programs as well as provide a model curriculum
which develops creativity and dance making skills in high school dance students.
Risks: The risks and discomforts inherent in this study are no greater than those normally
encountered while watching a dance performance.

Page 1 of 3 ____________
(Respondent’s initials here)
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Your answers will be confidential. Every effort will be made to protect your identity. The records
of this study will be kept private. In any sort of report, I make public, I will not include any
information that will make it possible to identify you. A code system will be used to identify all
participant responses. No actual names will be used. I will use pseudonyms or numerical codes.
All documents pertaining to this study will be stored in a locked cabinet in the office of the dance
teacher. No other person will have access. Completed consent forms will be stored in a locked
cabinet in Crabbe Hall, room 308, the office of Dance Education MA co-coordinator Christy
O’Connell-Black. The notes will be destroyed after the completion of the thesis.
Taking part is voluntary: Taking part in this study is completely voluntary.
If you have questions: The researcher conducting this study is Lauren Seibel. Please ask any
questions you have now. If you have questions later, you may contact me with the information
listed above. Please retain one copy of this letter for your records.
Thank you for assisting me in my research.
Sincerely,

Lauren Seibel

Page 2 of 3 ____________
(Respondent’s initials here)

94

CONSENT FORM FOR HUMAN PARTICIPANTS IN RESEARCH
UNIVERSITY OF NORTHERN COLORADO
AUDIENCE MEMBER
Thesis Title: A Slice of the Big Apple: An Exploration of the Impact of Travel on High School
Students’ Choreographic Process
Researcher: Lauren Seibel, Graduate Student at the University of Northern Colorado
Contact Information:
Research Advisor: Dr. Sandra Minton, University of Northern Colorado,
sandra.minton@unco.edu
Participation is voluntary. You may decide not to participate in this study, and if you begin
participation you may still decide to stop and withdraw at any time. Your decision will be
respected and will not result in loss of benefits to which you are otherwise entitled. Having read
the above and having had an opportunity to ask any questions, please sign below if you would
like to participate in this research. A copy of this form will be given to you to retain for future
reference. If you have any concerns about your selection or treatment as a research participant,
please contact Nicole Morse, Office of Research, Kepner Hall, University of Northern Colorado
Greeley, CO 80639; 970-351-1910.
Statement of Consent: I have read the above information and have received answers to any
questions I asked. I consent to take part in the study.
___________________________________________________________________________
Participant’s Full Name (please print)
Participant’s Birth Date (month/day/year)
___________________________________________________________________________
Participant’s Signature
Date (month/day/year)
___________________________________________________________________________
Researcher’s Signature
Date (month/day/year)
___________________________________________________________________________
Printed Name of Researcher Obtaining Consent
Date (month/day/year)
This consent form will be kept by the researcher for at least three years beyond the end of the
study and was approved by the IRB on December 4, 2018.
Page 3 of 3 ____________
(Respondent’s initials here)
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Student Pre-Survey
Participant Code ________________
Date _______________

Thank you for taking the time to complete the following survey. Honest, descriptive
answers are greatly appreciated.
Please respond to the following questions to the best of your ability. If you feel the need
to clarify or add additional information, please feel free to write comments next to the
responses or on the back of the sheet.
1. How would you label your current experience level with creating works of
choreography?
a.
b.
c.
d.

No experience/ absolute beginner
A little previous experience/ 1-2 works of choreography/ novice
Some previous experience/ 3-5 works of choreography/ developing
A significant amount of experience/ 5+ works of choreography/ advanced

2. Please explain what type of dancer you have worked with previously when you
choreographed dances. Circle all that apply.
a.
b.
c.
d.
e.
f.
g.

My dancers have been children/teens in a private studio.
My dancers have been high school dance students.
My dancers have been college/graduate students.
My dancers have been adults in an unpaid group.
My dancers have been paid company members.
I have created dances for my friends.
Other_____________________________

3. Please tell about the skill level of your dancers. Circle all that apply.
a. I have worked with children or teens with beginner to intermediate skills.
b. I have worked with children or teen dancers who were highly trained and
experienced.
c. I have worked with adults with a wide range of abilities.
d. I have worked with college students.
e. I have worked with professional dancers.
f. Other______________________________
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4. Please tell about the type of choreography you have done in the past. Circle all that
apply.
a.
b.
c.
d.
e.
f.

Large group pieces, 10+ dancers
Small to medium group pieces, 4-10 dancers
Duos or trios
Solo for an individual dancer
I have set a solo on myself for a performance
Other_______________________________________________________

5. Which best describes your dance training? Circle all that apply.
a.
b.
c.
d.
e.
f.
g.

I have never studied dance formally.
I have 1-3 years of dance training from childhood.
I studied dance for 4-7 years as a child/teen.
I studied dance for 8-12 years as a child/teen.
I have danced professionally in a paid company position.
I have danced professionally in commercial venues or film.
Other_______________________________________________________

6. Have you taken a choreography course in the past? Explain where and when and in
what context you studied choreography.
7. Select the dance forms you have studied. Indicate the level and years of study next to
each.
a. Classical Ballet, years _______
b. Modern, years _______
c. Jazz, years _______
d. Tap, years _______
e. Ballroom, years _______
f. Hip Hop, years _______
g. Cultural/Social, years _______
h. Musical Theater, years _______
i. Other______________________________________________
8. Describe any other forms of movement you have studied such as Yoga, Pilates,
Martial Arts, etc.
9.
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10. Describe any acting, directing, or other theatrical experience you may have had that is
not directly dance related.
11. List any terms you are familiar with relating to movement elements or choreographic
structures. (I am not looking for terms for steps in a style of dance, such as rélevé or
ball change. I am asking about terms that would relate to creating dance in any style.
The term canon is an example of a choreographic structure, while the word level
relates to the movement element space.)
12. Describe the type of music or other accompaniment you have used when creating
dances for past performances.
13. Have you ever traveled outside of your home state? If so, where have you visited?

14. Do you currently do any journaling, sketching, photography, or videography? If so,
explain.

15. In what ways can a choreographer communicate meaning through dance?
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Student Journal

Dear Dancer,
You will keep a journal as part of your participation in this project. Your dance journal is a work
in progress, just like your technical, artistic, and human development. You are asked to
document your experiences and thoughts without fear of imperfection. Each entry should
describe your reaction to specific sight-seeing opportunities, dance classes, and shows. Some
prompts may require sketching as a response. Please take time during this trip to notice the world
around you. The humming and speed of a subway, bustling crowds, sounds of traffic, shapes of
buildings, textures of clothing, and the shape and movement patterns of clouds can provide
creative inspiration. You will utilize your journal as you go through the dance making process
after the trip. Honest, detailed, personal, and descriptive responses will be the most valuable as
you connect your dancing to the world you have experienced!
Thank you for taking the time to complete your journal to the best of your ability. I appreciate
your willingness to participate in this project.

Day 1: Fly to New York City
Journal entries to be completed on plane ride.




What are you most looking forward to for this trip?
Is there anything you are not looking forward to (or are anxious about) for this trip?
List 5 words that describe how you expect New York City to be:
Day 2: Welcome to the Big Apple

Journals to be carried and completed throughout the day.
Hotel:




Describe the hotel you are staying at:
Who are your roommates?
Sketch the view from your hotel window:

Breakfast at Ellen’s Stardust Diner




Describe the atmosphere inside the restaurant:
What did you eat?
What did you talk about over breakfast?
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Alvin Ailey – Dance Class








Describe the dance studio: (How does it look, sound, smell, and feel?)
Describe your instructor:
What personal corrections did you receive during class?
What general class corrections were made by the instructor?
Did you learn any new terminology?
Did you learn any new specific exercises or techniques?
Did this class inspire you? In what way?

Lunch at _______________________________________




Describe the atmosphere in the restaurant.
What did you eat?
What did you talk about over lunch?

Central Park – walking exploration with time to sketch






Close your eyes, then describe the smells and sounds you observe:
Describe one person you see in Central Park:
Sketch one scene from your walk-through Central Park:
List 5 words that you feel describe Central Park:
Any other observations that you had:

Rockefeller Center - walking exploration with time to sketch



Describe any observations you made at the Rockefeller Center:
Sketch your view from the Top of the Rock:

Dinner at John’s Pizzeria & Diner




Describe the atmosphere in the restaurant.
What did you eat?
What did you talk about over dinner?

Times Square – walking exploration with time to sketch






How do people dress in Times Square (for work, for leisure, etc.)?
Describe one person you saw in Times Square:
Sketch one scene or object from your walk through Times Square:
List 5 words that you feel describe Times Square:
Describe any other observations that you had:
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Hotel – reflection in journals, followed by group discussion






What was the most memorable part of your day? Why?
What is one thing that happened today that was unexpected?
What is the weather like in New York City?
Write any other thoughts you have about your day:
Notes from the group discussion:
Day 3: Explore the Theatre District/Broadway

Journals to be carried and completed throughout the day.
Broadway Song & Dance Workshop – vocal/dance class









Describe the dance studio: (How does it look, sound, smell, and feel?)
Describe your instructor:
What personal corrections did you receive during class?
What general class corrections were made by the instructor?
Did you learn any new terminology?
Did you learn any new specific exercises or techniques?
Discuss your experience learning to sing while dancing:
Did this class inspire you? In what way?

Lunch at _______________________




Describe the atmosphere in the restaurant.
What did you eat?
What did you talk about over lunch?

Broadway Dance Center – 2 dance classes of various styles
Class 1: (style)_________________________________








Describe the dance studio: (How does it look, sound, smell, and feel?)
Describe your instructor:
What personal corrections did you receive during class?
What general class corrections were made by the instructor?
Did you learn any new terminology?
Did you learn any new specific exercises or techniques?
Did this class inspire you? In what way?

Class 2: (style)__________________________________



Describe your instructor:
What personal corrections did you receive during class?
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What general class corrections were made by the instructor?
Did you learn any new terminology?
Did you learn any new specific exercises or techniques?
Did this class inspire you? In what way?

Dinner at Gossip Restaurant




Describe the atmosphere inside the restaurant:
What did you eat?
What did you talk about over dinner?

Watch a Broadway Show (Aladdin!)
Keep your “Play Bill” program in your journal!






Was this your first time watching a professional music theater performance?
What did you enjoy most about the show?
Is there anything you did not enjoy about the show?
Do you feel inspired? Why or why not?
Any other thoughts:

Hotel – reflection in journals, followed by group discussion






What was the most memorable part of your day? Why?
What is one thing that happened today that was inspiring to you?
Did you overhear any strange words or conversations today? If so, what did you hear?
Write any other thoughts you have about your day:
Notes from the group discussion:
Day 4: Explore 5th Avenue/Rockefeller

Journals to be carried and completed throughout the day.
Steps on Broadway – hip hop dance class








Describe the dance studio: (What does it look, sound, smell, and feel like?)
Describe your instructor:
What personal corrections did you receive during class?
What general class corrections were made by the instructor?
Did you learn any new terminology?
Did you learn any new specific exercises or techniques?
Did this class inspire you? In what way?
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Radio City Music Hall Backstage tour – walking exploration with time to sketch



Describe any observations you made at Radio City Music Hall:
Sketch at least one image of anything that made a lasting impression on you at Radio City
Music Hall:

Fifth Avenue & Rockefeller Center – walking exploration with time to sketch



Describe at least one shop you enjoyed on Fifth Avenue:
Sketch at least one image of anything that made a lasting impression on Fifth Avenue:

Dinner Cruise





Describe the atmosphere on the boat:
Sketch an image of your view from the boat:
What did you eat?
What did you talk about over dinner?

Hotel – reflection in journals, followed by group discussion






What was the most memorable part of your day? Why?
Describe the various methods to get around New York City. Which methods do you
enjoy?
Which methods do you dislike?
Write any other thoughts you have about your day:
Notes from group discussion:
Day 5: Sightseeing NYC and Fly Home

Journals to be carried and completed throughout the day.
911 Memorial & Museum – walking tour and time to sketch






List 5 words that you feel describe the Memorial and/or Museum:
Sketch one scene or object from your visit to the Memorial and/or Museum:
Write the name of one person that is being memorialized:
What is this person’s story? (Why are they being memorialized?)
Any other observations that you had:

Lunch at ___________________________




Describe the atmosphere in the restaurant.
What did you eat?
What did you talk about over lunch?
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Brooklyn Bridge – walking exploration and time to sketch





List 5 words that you feel describe the Brooklyn Bridge:
Describe one person you saw at the Brooklyn Bridge:
Sketch one scene or object from your walk over the Brooklyn Bridge:
Any other observations that you had:

Airport – group discussion and reflection in journals














What type of traveler are you? Examples: organized, spontaneous, rushed, casual,
stressed, adventurous, shy, nervous.
How did the trip make you feel? Would you do it again?
Did you miss anyone or anything during your trip? Was it hard to be away from home?
What souvenirs did you buy? Why did you choose those?
Were there souvenirs you couldn’t afford or that were too big?
Did you receive any advice or “words of wisdom” during the trip?
What have you learned about yourself as a person on this trip?
What have you learned about yourself as a dancer on this trip?
What part of this trip resonated with you the most? Why?
What experiences were the most challenging for you? Why?
How were your expectations different from reality?
Do you feel inspired? Why or why not?
Closing Thoughts:
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Student Post-Survey
Participant Code ______________________
Date _______________

Thank you for taking the time to complete the following survey. Honest, descriptive
answers are greatly appreciated.
Please respond to the following questions to the best of your ability. If you feel the need
to clarify or add additional information, please feel free to write comments next to the
responses or on the back of the sheet.
1. How would you label your current experience level with creating works of
choreography?
a.
b.
c.
d.

No experience/ absolute beginner
A little previous experience/ 1-2 works of choreography/ novice
Some previous experience/ 3-5 works of choreography/ developing
A significant amount of experience/ 5+ works of choreography/ advanced

2. Please explain what type of dancer you have worked with previously when you
choreographed dances. Circle all that apply.
a.
b.
c.
d.
e.
f.
g.

My dancers have been children/teens in a private studio.
My dancers have been high school dance students.
My dancers have been college/graduate students.
My dancers have been adults in an unpaid group.
My dancers have been paid company members.
I have created dances for my friends.
Other_______________________________________________________

3. Please tell us about the skill level of your dancers. Circle all that apply.
a. I have worked with children or teens with beginner to intermediate skills.
b. I have worked with children or teen dancers who were highly trained and
experienced.
c. I have worked with adults with a wide range of abilities.
d. I have worked with college students.
e. I have worked with professional dancers.
f. Other______________________________
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4. Please tell us about the type of choreography you have done in the past. Circle all that
apply.
a.
b.
c.
d.
e.
f.

Large group pieces, 10+ dancers
Small to medium group pieces, 4-10 dancers
Duos or trios
Solo for an individual dancer
I have set a solo on myself for a performance
Other_______________________________________________________

5. Which best describes your dance training? Circle all that apply.
a.
b.
c.
d.
e.
f.
g.

I have never studied dance formally.
I have 1-3 years of dance training from childhood.
I studied dance for 4-7 years as a child/teen.
I studied dance for 8-12 years as a child/teen.
I have danced professionally in a paid company position.
I have danced professionally in commercial venues or film.
Other_______________________________________________________

6. Did you participate in the New York City trip this semester?
7. Did you participate in the choreography course this semester? Circle all that apply.
a. Yes, as a choreographer for the production
b. Yes, as a dancer in a group for the production
c. No, I did not participate in the choreography course
8. List any terms you know that relate to movement elements or choreographic
structures. (I am not looking for terms for steps in a style of dance, such as rélevé or
ball change. I am asking about terms that would relate to creating dance in any style.
The term canon is an example of a choreographic structure, while the word level
relates to the movement element space.)
9. Describe any progress you have made in the areas of journaling, sketching,
photography, or videography.
10. If you choreographed a dance, what was your inspiration?
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11. Which inspirations did you use when creating dances for the production? Journal
entries, sketches, videos, sounds clips, pictures, etc.
12. Which of those inspirations did you find to be the most helpful and inspirational?
13. In what ways can a choreographer communicate meaning though dance?
14. Please describe what you learned about choreography if you were a choreographer in
this project.
15. Describe your experience working with dancers to set a piece for the production OR
(if not a choreographer) describe your experience being a dancer in the production.
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Audience Member Survey
Participant Code ________________
Date _______________

Thank you for taking the time to complete the following survey. Honest, descriptive
answers are greatly appreciated.
Please respond to the following questions to the best of your ability. If you feel the need
to clarify or add additional information, please feel free to write comments next to the
responses or on the back of the sheet.

1. Age-group (circle one)
Under-18 / 18–25 / 26–30 / 31–40 / 41 – 50/ 51–60 / 61–70 / over-70
2. Sex

(circle one)

Male / Female
3. Are you a local citizen or visitor to this community? (circle one)
Local / Not Local
4. How many dance performances have you seen in the last 12 months? ___________
5. Is this more or less than in the previous 5 years? (circle one)
More / Less
6. Have you ever taken dance classes? (circle one)
Yes / No - please go to question 10
7. How long ago did you take classes?

______________________________________
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8. How would you best describe your level of training? (circle one)
Professional
Vocational/teaching level
Recreational/exercise
Childhood
9. What style/form of dance are you trained in? Please write NA if you never received
any dance training. ___________________________________________________
10. Do you ever watch dance on screen (musicals, movies, shows, etc.)? (circle one)
Yes / No
11. Do you dance socially? If yes, please give more detail.
No / Yes ___________________________________________________________
12. Have you ever been to New York City? (circle one)
No / Yes
Please respond to the following questions in regards to the dance performance you
observed on behalf of this research project:
13. What aspects of the production did you most enjoy?
14. What aspects of the production did you least enjoy?
15. Which dances did you find to be the most meaningful?
16. What aspects of those dances made them meaningful to you?
17. How did the musical accompaniment contribute to the production?
18. How did the lighting and stage design contribute to the production?
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19. How did costuming contribute to the production?
20. Was the performance more or less emotional than you anticipated?
21. Please supply any other comments regarding the production:
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